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Small companies and independent artists act as the roots 
of the performance cultural ecosystem. Unconstrained by the 
financial targets and cultural limitations placed on major 
performing arts companies, small companies are more likely to 
take risks and push artistic boundaries. In doing so, small 
companies and independent artists provide important pathways 
for innovation. However, cultural constraints are not limited to 
large organisations. Educational, historical and social forces place 
restrictions on creative practitioners and can limit creativity or 
degree of innovation. This is particularly evident in heavily 
codified forms of ‘high culture’ such as opera. Artists seeking to 
break away from traditional forms must also be able to break 
through the tacit knowledge that typically guides practice. 
Through creative output and reflective analysis this 
research explores the potential of multidisciplinary collaboration 
as a strategy to break down tacit knowledge and increase 
creativity. It examines some of the strategies I have used as the 
director and producer of a small performing arts company to 
create contemporary opera and examines how forms of popular 
entertainment might be used to disrupt the conventional opera 
format. The knowledge generated from this research will offer a 
practical insight into methods for increasing both individual and 
group creativity when creating new interdisciplinary work.   
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The output of this research will contain both creative works and a 
dissertation that creates an integrated package of theory, 
analysis, description of practice and documentation of practice. 
The creative outputs are intended to compliment the written 
dissertation and may be referenced as a complete produced 
work or as individual components, for example, the score, 
costumes, libretto or choreography. My individual contribution 
towards the creative component of this thesis includes 
conceptualisation, creative mentoring, direction, production, 
costume and makeup design, libretto construction and at times 
composition. However, it is important to note that the creative 
works developed for this research are the result of the 
collaboration between many creative practitioners including 
composers, performers, designers and technical crew.  
As this research focuses on creating work for a viewing public, 
the creative outputs are not intended to reflect the contributions 
made by individual creative practitioners but instead should 
reflect my role as a director in ensuring that all creative work 
reached the stage of production and performance for a live 
audience.  
The work contained in this thesis has not been previously
submitted to meet requirements for an award at this or any
other higher education institution. To the best of my knowledge
and belief, the thesis contains no material previously published
or written by another person except where due
reference is made.
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The majority of images and multimedia within this document 
were obtained as part of the research project. Any other images, 
video or audio files are used with permission from Outcast 
Performing Arts and are documented as such.  
Over the course of this research project I worked with several 
languages including three international languages that are 
considered endangered or instinct: These languages are, Uralic 
Mansi, Siletz, the language of the Confederated tribes of the 
Siletz Indians, and the traditional language of the Yugambeh 
people from the Gold Coast, Logan and Scenic Rim regions in 
Queensland. I was unable to find a representative of the Mansi 
language therefore, the use of this language was limited to a 
single, online open source dictionary.  Confirmation of permission 
to use the Siletz language was obtained from representatives of 
the Confederated tribes of the Siletz Indians, Bud Lane and 
Brenda Bremner on the 26th of April 2014 (see appendix 5a).  
Permission to use the Yugambeh language was given by Rory 
O’Connor from the Yugambeh Museum, Language and Heritage 
Research Centre on the 18th of September 2013 (see appendix 
5b).   
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This research examines how my creative practice as an 
artistic director was transformed through an attempt to disrupt 
the conventional format of opera and develop a new model for 
creating contemporary work using multidisciplinary 
collaboration. This document provides an overview of the 
research framework and creative process I used to create a new 
opera: The Void and the Light.  
The first half of this document provides insight into my 
background as a creative practitioner, my motivations for the 
research, the literature that influenced my creative process and 
my research methodology. The second half of the document uses 
both text and rich media in the form of images, recordings and 
video footage to describe my creative process in detail. The rich 
media presented in this document communicates the symbolic 
language present in music, performance and general aesthetic 
that cannot be articulated through words. The Void and the Light 
premiered at the Brisbane Fringe Festival in 2014.  
An edited recording of the performance is presented in 
chapter six. The work is also presented as an audio recording and 
a vocal score. In the final two chapters, I critically reflect on my 
creative process using my own insights in combination with 
feedback from my fellow creative practitioners and 
collaborators. I present a new model for creative collaboration 
and consider the repercussions on my future practice.  
NAVIGATING THIS DOCUMENT 
xiii 
Throughout this document I will be using specific terminology. 
The following definitions seek to clarify this terminology for the 
reader. 
Creative practitioner: Any individual who engages in creative 
practice. In relation to this project, creative practitioners are any 
individuals involved in the development or performance of 
creative works. This includes the composer, choreographers, 
performers, designers and myself as the artistic director, librettist 
and creator.  
Performer: A creative practitioner directly involved in the 
performance of a work. In relation to this project, performers 
include singers, dancers, actors and musicians who directly 
participated in the performance of creative work.  
Emerging artist: A creative practitioner in training, or within the 
first five years of their career. 
Operatic vocal technique:  This is a traditional western vocal 
technique most commonly associated with opera, and is a 
diaphragmatically supported singing style that uses an ‘open 
throat’ technique. It stresses the importance of vibrato control, 
resonance balance, ring, pitch accuracy, breath management, 
evenness throughout the range and strain management. This 
vocal technique is also recognised as ‘classical’ and I use it 
interchangeably with ‘classical vocal technique’.  
Modern and contemporary: For the purpose of this research, the 
word modern in relation to aesthetics refers to work influenced 
by the modernism movement of the twentieth century. 
Contemporary refers to recent or current work.  
DEFINITIONS 
1 
This dissertation examines the ways in which my creative 
practice has been transformed by a drive to find new audiences 
for my instrument of choice: the classical voice. It accompanies a 
major creative work in the form of a new opera that was created 
using new techniques and theories to challenge my existing 
practice as an artistic director. This document aims to provide a 
contextual and critical examination of my creative processes in 
order to articulate how the creation of new interdisciplinary work 
has transformed my practice. 
In the following chapter I will offer insight into my 
background as a creative practitioner and how I was motivated 
to create my own work. I investigate factors that could 
potentially limit innovation and individual creativity and explore 
the role of collaboration as a means to introduce multiple 
perspectives and increase creative output.  
The rationale of this research is centred on finding models 
of best practice that encourage innovation and creative thinking 
in order to create opera for a contemporary setting. I will discuss 
this rationale further in the aims of this research as I outline the 
questions this research seeks to answer.  
Chapter 1 INTRODUCTION 
2 
1.1 My background 
I have never found the voice to be a unified instrument. 
Different vocal techniques exist as completely separate 
instruments with their own pedagogies, repertoire and cultural 
associations. My vocal instrument of choice, the classical voice, is 
rooted in the traditions of Western music. The classical voice is a 
diaphragmatically supported singing style that uses an ‘open 
throat’ technique (Mitchell & Kenny, 2004, pp. 171-172) and 
encourages standardisation in vibrato, resonance balance, ring, 
pitch accuracy, breath management, evenness throughout the 
range, and strain management (Oates, Bain, Davis et al., 2006, p. 
74).  Training in the classical technique can take up to ten years 
and requires a physiological understanding of the body as an 
instrument. Through rigorous vocal exercises and mechanical 
repetition, the musculature of the body is transformed. This 
transformation enables the singer to perform the operatic or 
oratorio repertoire written specifically for this instrument.  
I did not begin my artistic career as an ‘opera singer’ or an 
opera creator. My performance background encompasses a wide 
range of vocal styles including musical theatre, cabaret, jazz and 
popular contemporary music. My preference for the Western 
classical or operatic singing technique stems from years of 
training, first in private music practice and then in vocal study at a 
tertiary level. At a tertiary level, I was trained in an institution that 
was highly focused on classical technique and employed opera 
singers as vocal educators. My mentor was the internationally 
acclaimed tenor Joseph Ward, OBE. The training program 
included private instruction, a demanding practice regime and 
continuous assessment that judged the quality of my technique 
alongside my general performance. I was assessed on my ability 
to perform operatic repertoire but also included oratorio, art 
song and lieder. Such intensive training has led to the classical 
technique becoming my primary and favoured vocal style. I find it 
natural, automatic and prefer the greater range and flexibility of 
the classical style in contrast to the technique I would use 
performing popular contemporary music or musicals.  
As a student most of my suggested repertoire came from 
the classical European operatic canon. I was frustrated by the 
lack of contemporary repertoire I was exposed to and the 
3 
emphasis on traditional masterpieces over the exploration of 
new work and living composers. In my search for new repertoire, 
I was drawn to contemporary composers, particularly twentieth 
and twenty-first century work and this significantly altered my 
view of what opera could be. Contemporary operatic repertoire 
presented a vastly different set of operatic conventions and 
characteristics as some twentieth century composers sought to 
radically  break away from Wagnerism and the European operatic 
tradition (Wilson, 2012, p. 69).  
1.2 Contrasting traditional and contemporary 
In the period from seventeenth century Baroque opera to 
nineteenth century Romantic opera, the core musical language of 
‘traditional’ forms typically adhered to the formal ‘rules’ of 
western music. In its most basic form, this includes a diatonic1 
tonal centre with shared values in rhythmic structuring, and 
melodic and harmonic organisation (Whittall, 2005, p. 6). This 
1
The Diatonic scale is the core structure of Western art music. It is made up of seven pitches that 
form an octave. The diatonic scale is based on frequency and each octave is comprised of five 
tones and two semitones. 
core musical language changed with the rise of modernism in the 
twentieth century where composers were turning away from the 
most basic musical structures of the operatic form to create new 
and ‘modern’ interpretations. While some composers were 
seeking inspiration from alternative musical modes, folk cultures 
or genres such as jazz, Strauss in his early operas Salome (1905) 
and Elektra (1909) was introducing musical modernism by 
completely reshaping lyrical lines and breaking the rules of 
harmonic structure (Cannon, 2012, p. 285). Although, it was 
ultimately Schoenberg and his students who had the greatest 
impact on opera in the twentieth century as they abandoned the 
traditional diatonic method and completely rewrote the laws of 
composition (ibid, p. 303-7).  
Diatonicism is not only a characteristic of traditional 
opera, the seven-note diatonic scale forms the fundamental 
building block in the popular music of Western society. The 
introduction of anti-melodic works such as Berg’s Wozzeck (1922), 
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and Schoenberg’s Erwartung (1909) and Moses and Aron (1932), 
signalled an important turning point for opera.  Schoenberg’s 
dodecaphonic2 compositional method deliberately avoided the 
recognisable musical structures that traditional composers used 
to create meaning. The dramatic move away from diatonicism in 
favour of complex and unfamiliar compositional styles such as 
free atonality, polytonality and dodecaphonism had an enormous 
impact on modern opera and still resonates in contemporary 
compositional approaches. Increased use of complex musical 
language has also impacted accessibility as audiences 
accustomed to Western diatonicism can find it difficult to engage 
with these unfamiliar compositional styles. This is not to say that 
all contemporary opera is musically inaccessible, however there 
has been a significant increase of musical complexity and 
operatic works that struggle to find, or are not interested in 
finding, an audience (Botstein, 2004, pp. 45-46; Terracini, 2011).   
                                                        
2 Dodecaphonism or the twelve-tone technique was a compositional method developed by 
Arnold Schoenberg based on the serial use of twelve chromatic tones. It was developed with the 
purpose of freeing the listener from traditional structures and their implied meaning. 
Musical language was not the only aspect of opera to 
undergo transformation during the twentieth century. The basic 
elements of dramaturgy: narrative, the use of text, and the 
function of the libretto, also underwent change as composers 
began to explore a wider range of narrative themes and realities. 
Operatic repertoire of the eighteenth and nineteenth century 
tends to have a strong connection between narrative and libretto 
to create a clear sense of story. Even Mozart’s fantastical opera, 
Die Zauberflöte (1791), has an easy to follow synopsis that leaves 
little room for audience interpretation. In contrast, the influence 
of symbolism and expressionism in the twentieth century 
encouraged the development of abstract narratives that were 
introspective and highly open to audience interpretation 
(Cannon, p. 313-324). For example, Bartók’s chamber opera 
Bluebeard’s Castle (1911) is a symbolic adaptation of the French 
literary tale La Barbe bleue by Charles Perrault. The libretto is not 
subtle in suggesting that the castle is a representation of the 
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mind however, it is not clear exactly which of the two main 
characters is represented by the castle and its seven rooms. 
Despite the fact that the narrative theme in Bartók’s work is still 
easy to follow, the focus on symbolism over story demands 
interpretation and requires a different level of intellectual 
engagement.  
More extreme examples of the increasing disconnect 
between dramaturgical components can be found in works by 
Brecht and Weill, Nono, Zimmerman, Birtwistle, Stockhausen and 
Glass. For example, in Phillip Glass’s Satyagraha, the libretto is 
completely divorced from the narrative, characters and staging. 
Instead of working together, these elements, along with the 
score run in parallel (Cannon, p. 368). As a result, the work has 
been labelled “less an opera than a grand Hindu Cantata” 
(Kozinn, 1999, p. 182). The ability to find meaning within the 
narrative and text of Satyagraha lies solely with the audience. 
Finding meaning is made somewhat easier by Glass’s minimalistic 
compositional style. The music in Satyagraha is grounded in 
traditional harmonic and melodic structures, making the music 
reasonably accessible. Donnerstag aus Licht (1978) by 
Stockhausen, on the other hand, demonstrates exactly how 
challenging contemporary opera can be when both musical and 
dramaturgical structures are abandoned. Stockhausen’s avant-
garde, four-hour opera in three acts, forms part of his larger work 
Licht (1977-2003). The work, in simplest terms follows the 
development and growth of the artist/man Michael. Although 
this would not be apparent if the composer himself had not 
offered a synopsis to the audience.  While attempts have been 
made to ascribe meaning to this work (Bruno, 1999), 
Stockhausen’s impenetrable aesthetic and text is so devoid of 
recognisable structure, that any derived meaning would be mere 
speculation. Donnerstag aus Licht provides an excellent example 
of how far contemporary opera has managed to push the 
boundaries of music and dramaturgy. It forces a closer 
examination of exactly what makes a work opera. 
The Oxford Dictionary defines opera as “a dramatic work 
in one or more acts, set to music for singers and 
instrumentalists” (Moore, 2004). For me however, the answer to 
this question ‘what makes a work opera’ resides in vocal 
technique. As a singer, I find the increased complexity of 
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twentieth and twentieth-first century opera was accompanied by 
a significant expansion in the complexity of vocal lines and vocal 
performance styles. However, as a student, I was not 
discouraged from learning this repertoire. This is partially due to 
my vocal mentor’s strong history in contemporary opera, having 
created roles for composers such as Britten and Tippet. More 
importantly, in relation to pure technique, vocal writing for 
contemporary opera still shares many similarities with traditional 
forms and was therefore suitable repertoire for vocal training.  
The focus on melody and lyricism in eighteenth and 
nineteenth century European repertoire allowed for reasonable 
levels of standardisation in performance styles using the classical 
vocal technique. This standardisation has resulted in the 
development of the Kloiber Fach-System. This system is used to 
describe the voice in terms of range, the weight and size of the 
voice, tessitura, timbre, transition points in the voice, vocal 
registers and speech level. The Fach-System is used to cast 
vocalists and is considered an important training guide to ensure 
vocalists are suitable for the roles that fall within their designated 
category (Yeadon McGinnis & McGinnis Willis, 2010).  Like 
traditional opera, contemporary opera roles can also be 
categorised using the Fach-System. For example, in the score for 
Berg’s opera Wozzeck, the role of Wozzeck is described as a 
baritone, the drum-major as an heroic tenor, and Andres as a lyric 
tenor. Even Stockhausen’s Donnerstag aus Licht, a work that uses 
an extreme range of vocal affectations—such as nonsense 
sounds, breathing, panting, screaming, yelling, rolled notes, and 
direct speech—still requires a tenor, soprano, and bass who have 
been trained in the classical technique.  
1.3 In search of new forms 
Despite my strong interest in contemporary opera, I 
discovered that performing work from this repertoire was often 
challenging for audiences. The complexity of the musical 
language in particular made it difficult for my non-musical peers 
to engage with the work. As a creative practitioner, I am deeply 
interested in reaching a broad audience. I began to realise that 
performing or creating work with the more complex and radical 
characteristics of contemporary opera would be unlikely to 
attract the broad-based audience I was looking for.   
7 
In my search to find alternative ways to use my classical 
technique and create a sustainable career, I auditioned for Cirque 
du Soleil after graduating with a Bachelor of Music in 2009. As of 
2015, this Montreal-based company has eight touring productions 
and ten resident shows, employing over one thousand artists 
(Cirque du Soleil, 2015). In 2009, I saw Cirque as a company that 
had taken the genre of circus and fused it with popular 
entertainment forms to create one of the most successful 
performing arts companies in the world. The creators of Cirque 
had been able to remove the elements that were no longer 
relevant to contemporary audiences. In doing so, Cirque had 
successfully disrupted the traditional format for circus.  
In Cirque, I found parallels with my own genre.  I saw the 
potential to use my operatic voice in a more populist, 
multidisciplinary setting, to integrate my love of popular 
entertainment forms and my cabaret performance background 
with my classical training. I didn’t get the position, but the 
audition acted as a personal catalyst. It forced me to examine 
why I was so interested in the works that Cirque was presenting 
as opposed to traditional opera. It led me to question how the 
creators of Cirque knew what elements to keep and what 
elements to challenge or remove. Ultimately, it sparked the 
desire to form my own performing arts company with the 
mission of creating innovative operatic work that would resonate 
with modern Australian audiences.  
1.4 Limitations on creativity 
It has been argued that small companies and independent 
artists act as the roots of the performance cultural ecosystem. 
Unconstrained by the financial targets and cultural limitations 
placed on major performing arts companies, small organisations 
are more likely to act as risk-takers and incubators for new ideas 
(DiMaggio, 1977, p. 440). In doing so, they provide essential 
pathways for innovation and renewal, and are considered critical 
to maintaining growth in the arts industry (Nugent, Chaney, 
Gonski et al., 1999, pp. 5-7).  
By forming my own small company, I felt I was in a better 
position to experiment with the format of opera and create work 
for a contemporary setting. However, cultural constraints are not 
limited to large organisations. Educational, historical and social 
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forces place restrictions on creative practitioners and can limit 
creativity or degree of innovation. This is particularly evident in 
heavily codified forms of ‘high culture’ such as opera.  
1.5 Field of restricted production 
Bourdieu’s research investigating cultural production 
proposes that the production of creative work occurs within a 
spectrum “dominated by external sources of legitimacy” 
(Bourdieu, 1993, p. 112). On one end of the spectrum is the field of 
restricted production, where producers create work purely for 
competitors and other producers of creative work. These in turn, 
provide both critical acclaim and the criteria for evaluation. 
Developing work purely for artistic critics and other producers 
promotes the creation of complex work that purposefully 
“breaks with the public of non-producers” (ibid, p. 115). In this 
case, the external preferences of an audience become secondary 
to the form itself. Works are often considered pure, abstract and 
esoteric because they demand an understanding of the specific 
language that is accessible only by privileged individuals. 
Specifically, those individuals who have been educated in the 
theoretical and practical history of the form (ibid, p. 120). 
On the opposite end of Bourdieu’s cultural production 
spectrum, is the field of large-scale production, where producers 
are driven by the demands on the market in order to create work 
with broad-scale appeal (ibid, p. 115-25). My motivation in forming 
my own production company was driven primarily by a desire to 
move away from avant-garde complex opera, which would 
indicate a leaning toward the field of large-scale production. While 
Bourdieu has stated that producers operate over the entire range 
of this spectrum (ibid, p. 127), it has also been noted that 
unestablished producers exhibit an “obligation toward 
legitimacy” as they consciously or unconsciously seek to advance 
their own position within an established field (Bourdieu, 1993, pp. 
31-41). As an emerging opera producer the dichotomous struggle
for legitimacy is a serious issue and has the potential to limit my
creativity and my ability to break away from the traditions and
conventions that define my practice.
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1.6 Breaking out of the field 
Creativity as a concept has been interrogated extensively 
and there are a number of perspectives on how creativity is 
manifested. Like Bourdieu, Csikszentmihalyi’s systems model of 
creativity (see figure 1.1), recognises the importance of 
sociocultural influences on creative practice (Csikszentmihalyi & 
Sawyer, 2015, pp. 47-60). Whereas Bourdieu focuses primarily on 
how those socio-cultural structures are constructed and limit 
creative practitioners within these structures, Csikszentmihalyi 
examines the socio-cultural influences on individual creativity and 
how these structures can potentially drive innovation.  
Csikszentmihalyi posits the concept of domain as the “symbol 
system of the culture, the common practices, the language, the 
specific notation” (Csikszentmihalyi & Sawyer, 2015, p. 51). This 
shares thematic parallels to Bourdieu’s ‘laws of the field’, in that 
“works are produced in a particular social universe endowed with 
particular institutions that obey specific laws” (Bourdieu, 1993, p. 
163). In Bourdieu’s schema, creative works are defined as 
legitimate based on the historical legitimacy of past works. 
Csikszentmihalyi’s field can be described as the social system that 
determines what these rules, procedures and languages are. 
These are the critics, institutions, audiences and other producers 
that determine what ideas will be perpetuated within the domain 
(Csikszentmihalyi & Sawyer, 2015, pp. 52-54).  
Csikszentmihalyi’s model suggests that highly 
autonomous, strictly coded fields provide more resistance to 
innovation (Csikszentmihalyi & Sawyer, 2015, p. 112) but unlike 
Bourdieu, Csikszentmihalyi places the creative individual outside 
the social structure of the field.  In this way, Csikszentmihalyi’s 
field can act as a limiting factor for creativity because new ideas 
can be refused by gatekeepers. However, the systems model he 
proposes can also act as a stimulating factor because there is less 
emphasis on individual position-taking within a field, but rather 
an emphasis on the conditions and problems that drive 
individuals toward innovation.  
Csikszentmihalyi’s systems model shows how social 
structures can drive individual creativity but this still presents a 
problem in that “creativity is always specific to a domain” 
(Sawyer, 2006, p. 74). In a highly codified genre like opera where 
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rules and procedures are so rigorously instilled, creative works 
produced by a sole creator within one domain, present the same 
issues as Bourdieu’s field of restricted production. However, the 
concept of the isolated creator has been challenged by research 
into the innovative power of collaboration as a means of tapping 
into multiple domains.  
DOMAIN 
(knowledge, education, 
techniques, skills) 
FIELD 
(gatekeepers, 
audiences, critics) 
INDIVIDUAL 
(genetics, talent, 
experience) 
CULTURAL 
SOCIAL PERSONAL 
Stimulates Innovation 
Produces Innovation 
Figure 1.1: Csikszentmihalyi’s systems 
model of creativity (Csikszentmihalyi & 
Sawyer, 2015, pp. 47-60) 
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Collaboration, even at an unconscious level, exists in any 
creative project that involves more than one individual. As Becker 
has stated “the artist works in the centre of a large network of 
cooperating people, all of whose work is essential to the final 
outcome” (Becker, 1974, p. 769). Becker argues that creative 
work is a collective action recognising the importance of social 
relations in the creative process and how the production of 
creative work is inherently co-operative. This co-operation is 
largely unconscious, and involves a network of individuals 
following conventions that allow for efficient coordination of 
activity. The production of creative work requires “elaborate 
modes of co-operation” (Becker, 1974, pp. 770-774) in which 
conventions are not rigid and fixed but innovation is difficult and 
costly. Becker’s argument offers a useful lens through which to 
view creative practice provided that creative practitioners are 
able to critically assess the external influences of others. 
However, if as Becker argues, the collective processes are often 
unconscious and unnoticed, it would make them difficult to 
perceive as an individual creative practitioner. This suggests the 
need for a more active, observable collaborative process to 
encourage innovation. 
Csikszentmihalyi and Sawyer (2015) explore how a 
systems model for creativity can be applied to corporations to 
encourage innovation through input from individuals with a 
variety of skills and perspectives. They found that “the most 
significant insights leading to innovation are often characterised 
by a synthesis of information from multiple domains” (ibid p. 70). 
Hargadon and Bechky (2006) explore collective creativity within 
professional service firms and found that multiple participants’ 
perspectives and experiences were useful when finding new 
solutions to problems. A recent study by Bissola and Imperatori 
found that even groups that contain individuals with low levels of 
individual creativity can produce highly creative outputs if 
relational (conflict dynamics, communication, positive affective 
1.7 Collaboration as a strategy to encourage innovation 
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relationships) and organisational (leadership, goal orientations, 
rules and time awareness) processes are well arranged (Bissola & 
Imperatori, 2011, pp. 84-85).  
While these examples focus on group creativity within a 
business environment, the concept of ‘multiple domains’ can also 
be applied to creative practice by engaging creative practitioners 
from multiple disciplines. By collaborating with individuals who 
have different creative languages, skill sets and experiences, 
creative practitioners are able to draw on a range of perspectives 
to not only find novel solutions to problems but explore 
problems they may not have even considered.  
1.8 Rationale and Aims of the Study 
My goal as a creative practitioner and director of a small 
performing arts company is to create a new approach to writing 
and performing Australian opera that will resonate in a 
contemporary setting. To achieve this goal, I need to be able to 
be able to break away from the field of restricted production that 
consciously, or unconsciously, leads to increasingly complex 
operatic works. I also need to be able to objectively assess my 
aesthetic decisions to determine success in achieving my 
subjective goal. This requires developing a new model of 
practice, as my current method for creating new work is purely 
instinctual, based on tacit knowledge, experience and intuition. 
To find this best model of practice this research aims to explore 
my creative process when asking the following questions: 
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How can I apply a collaborative model to create opera that will resonate 
in a contemporary setting?  
This question can be further broken down into the following sub 
questions: 
1. How can I use collaborative processes, popular culture tropes,
contemporary music practices, and an alternative narrative to
disrupt the opera format?
2. How can I objectively assess aesthetic choices made as part of
the collaborative process?
3. What is the ideal collaborative model for interdisciplinary
ensembles?
RESEARCH QUESTION 
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In order to answer these research questions, the 
following dissertation will investigate my creative process and 
articulate how my practice was transformed through the use of 
multiple collaborative models and aesthetic choices. In chapter 
two, I will review a body of literature to identify modes of best 
practice in the creation of new interdisciplinary performance 
work. I survey the field of opera in Australia and look at how 
collaboration has developed as a tool for innovation within 
specialist companies. I investigate some systematic approaches 
to collaboration and explore how success might be determined. 
Finally, I survey some literature that investigates aesthetic 
judgement and how cultural forms are restructured. 
In chapter three, I outline the methodological framework 
for my research and offer some insight into an auto-ethnographic 
practice-led inquiry using Smith and Dean’s (2009) Iterative Cyclic 
Web. As research outputs for this project include both a written 
dissertation using a rich media document and a major creative 
work, I aim to create a deeper understanding of how critical 
reflection and documentation of creative practice, and the 
symbolic language within creative artefacts contribute to the 
development and dissemination of new knowledge. I will 
describe the research design and include a comprehensive 
description of the methods for data collection and analysis.  
In chapter four, I will review the aesthetic logic I used to 
disrupt the conventional opera format. I provide an overview of 
the popular entertainment tropes that influenced my aesthetic 
and philosophical choices. I will examine the incorporation of 
filmic and video game tropes as a way to create familiarity and 
increase comprehension for contemporary audiences. Finally, I 
look at the audience-performer relationship and the design of the 
live performance space. 
Chapter five will provide a detailed overview of my 
creative process when developing the major creative work, The 
Void and the Light. The work was developed in three iterations 
that included planning, studio development and evaluation 
cycles. In this chapter I detail how I adapted my creative practice 
using Mamykina, Candy and Edmonds’ (2002) collaboration 
models and how the incorporation of popular culture tropes 
drove the development of music, language, and narrative. I also 
explore the decision-making processes that influenced the design 
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of the live performance and look at the strategies I employed in 
an attempt to create a more immersive theatre experience.  
The final presentation of the work premiered at the 
Brisbane Fringe Festival in 2014. Chapter six presents an edited 
video recording of the production, the full vocal score, and an 
audio recording of the full work.  
Chapter seven offers some critical reflection on the 
creative process, final performance outcomes, and the 
implications for the development of future creative work and 
scholarly enquiry. I offer feedback from other creative 
practitioners involved in the project to gauge the effectiveness of 
my approach to collaborative creation. In this chapter, I outline 
some of the challenges faced when restructuring forms and offer 
a tool to assess aesthetic choices. I present my own model for 
the creation of new interdisciplinary operatic work for ensembles 
of various sizes and finally, I explore the limitations of this project 
and some potential directions for future research. 
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 The role of this literature review is to identify modes of 
established best practice in the creation of new interdisciplinary 
performance work. I have used the sub-questions outlined in the 
research aims to create a framework for my interrogation of the 
existing literature. Using this framework, I survey the field of 
opera in Australia and explore how the form has changed with 
the rise of small to medium companies.  
I look at the evolving role of collaboration as a tool for 
innovation in small to medium companies and explore systematic 
approaches that increase creativity using multiple perspectives. I 
investigate potential models for collaboration, examine the role 
of co-creators in the collaborative process, and look at the 
factors that influence success. Finally, I locate influential 
commentary on aesthetic judgement when restructuring 
traditional forms and look at potential strategies for focused 
decision-making.  
Chapter 2 LITERATURE REVIEW 
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2.1 The place of opera in Australia 
Opera has a long history in Australia. However, it is 
intrinsically linked to European tradition and has struggled to find 
a unique Australian identity. The major opera companies, heavily 
subsidized by government grants and philanthropic donations, 
are responsible for the majority of opera produced in the 
country. These organisations have had the greatest potential to 
support Australian opera and the evolution of the form. 
However, while there has been a small but continuous flow of 
new Australian work, few are ever produced by these major 
companies and those that are, almost never have a life beyond 
that single production (McKenry, 2013, p. 2; Nugent, Fagg, 
McKinnon et al., 2015, p. 54). As McKenry writes, “the primary 
business of Australia’s various larger opera companies is the 
production of works from the European classical operatic canon” 
(2013, p. 2), a repertory that begins with Mozart in 1780 and ends 
with Puccini in 1926 (Storey, 2002, p. 48). ‘New productions’, 
considered so essential to attracting new audiences and 
refreshing the art form (Nugent, et al., 2015, p. 228), are not new 
productions at all. They are merely reinterpretations of existing 
work. It is therefore not surprising, that this continuous recycling 
of historical masterpieces has led to opera being labelled as 
‘museum culture’ (Botstein, 2004, p. 49). 
The inability of the major opera companies to break away 
from European repertory is a complicated issue. As a nation still 
struggling with identity, some have suggested that the 
production of opera in Australia has traditionally reflected a 
‘cultural cringe’, the idea that legitimate culture needs to come 
from overseas and Australian work is culturally inferior (Halliwell, 
2002, pp. 293-295). This would explain why opera as an art form 
appears trapped by conventions and traditions both in the way it 
is patronised and the way it is produced. Many of the 
conventions now associated with opera, for example, venue, 
dress code, theatre etiquette and the importance of foreign 
language, arose in the 19th century when opera was repurposed 
by the cultural elite as a tool to reinforce the stratification of 
social classes (Dimaggio & Useem, 1978; McConachie, 1988, p. 
182; Storey, 2003, pp. 9-13). McConachie refers to these new rules 
and guidelines as the mystification of opera, and describes how 
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the social conventions around opera-going, that developed in 
America between 1825 and 1850, assisted in establishing opera as 
‘high art’ (McConachie, 1988, p. 182). Supporting ‘high art’ as an 
individual becomes a way to increase cultural capital (Dimaggio & 
Useem, 1978, pp. 142-144). Supporting ‘high art’ as a government 
body provides a way to increase the cultural capital of the nation, 
particularly if the political ideology supports the notion that 
European art is culturally superior. Considering how reliant major 
opera organisations are on government funding, it is possible 
that the entire operatic community can be influenced by the 
political climate (McKenry, 2013, p. 5). 
There is considerable evidence to suggest that state and 
private sponsored organisations have increasingly operated on 
models where financial success is paramount (Castañer & 
Campos, 2002, pp. 42-43; Caust, 2010, pp. 37-38; Throsby, 1994, 
pp. 13-14). As a consequence of needing to meet financial targets, 
companies have foregone the risky practice of innovation (Caust, 
2010, pp. 37-38) either in form or content, and are forced to rely 
on reusing and reinterpreting the repertoire that is popular with 
current subscribers as a way to “minimise risk and survive by 
optimising for the short term” (Nugent, et al., 1999, pp. 222-223; 
Nugent, et al., 2015, p. 80). This strategy stifles innovation and 
creativity needed for long-term growth.  
2.2 The rise of the specialist company 
In contrast to the major opera companies, small to 
medium arts companies have been the laboratories of new opera 
in Australia (Ginters & Gallasch, 2004, p. 5; Jenkins & Linz, 1997, p. 
80). Small companies and independent artists have been 
instrumental in producing what Jenkins and Linz call “‘opera with 
edge’, ‘opera with attitude’, or innovative, multimedia works that 
explore contemporary themes in exciting new ways” (1997, p. 9). 
The 1980’s saw the rise of specialist companies in Australia who 
rejected traditional operatic models in favour of new works and 
practices that explored form, scale, new media and the 
relationship between performance and audience (Ginters & 
Gallasch, 2004, pp. 4-5).  
The rise of these experimental companies has been linked 
to the Australian alternative theatre scene in the 1980’s 
(Marshall, 2004, pp. 74 -75). Internationally, alternative theatre, 
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riding the wave of modernism, avant-garde, neo- and post-avant-
garde entered a new paradigm between the 1960’s and the 
1980’s that elevated performance over text-based drama 
(Hamilton, 2008; Lehmann, 2006). Performance theorists such as 
Schechner (2013) and Kirshenblatt-Gimblett (2004) no longer 
made distinctions between specific forms. Instead, they favoured 
a holistic view of art as an integrated expression of movement, 
sound, speech, narrative and object.  
The growth in performance analysis and a new focus on 
‘performativity’ in the 1980’s led to the emergence of divergent 
theatrical forms and ‘performance art’. It also significantly 
blurred boundaries between opera, theatre, dance, new media 
and visual arts which made classification problematic. In 
response to language and classification issues, German theatre 
scholar Hans-Thies Lehmann suggested the term ‘postdramatic’ 
as a contextual framework to describe the aesthetic logic behind 
new theatre forms. In his seminal work, Postdramatisches 
Theatre, he does not define Robert Wilson’s ‘operas’, Pina 
Bausch’s tanztheatre, and Jan Lauwers’ multidisciplinary works 
by traditional boundaries of opera, dance or theatre. Instead they 
are discussed side by side with reference to the aesthetic use of 
space within their productions.  
International discourse around performativity and new 
theatre had an impact on the development of Australian theatre 
in the 1980’s (Hamilton, 2008). However, there were other 
factors that were equally important in driving the development 
of alternative theatre in Australia. Milne has listed these as 
increases in multicultural, feminist, community and European 
alternative theatre; better physical infrastructure for non-
mainstream performance spaces; the increasing prominence of 
physical theatre, circus, puppetry and visual theatre, and the rise 
of festivals as national and international showcases (Milne, 2014). 
Finally, one of the most important driving factors for Australian 
alternative theatre was increased funding for individual project 
grants from the Australia Council to develop new Australian 
works (Eckersall, Chaundy, Cornelius et al., 2014; Hamilton, 2008; 
Milne, 2014). Individual project grants allowed companies like 
Anthill, Melbourne Workers Theatre, The Mill, Whistling in the 
Theatre, Handspan, The Church and Five Dollar Theatre to get out 
from under the wing of the more mainstream ‘flagship’ 
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companies and experiment with new theatrical forms, aesthetics 
and practices.  
Another major initiative from the Australia Council was 
the increase of individual project funding for the development of 
experimental music theatre or ‘staged music’. Staged music was 
described as a “form of music theatre which has removed itself 
from opera houses and in doing so has been able to strip itself of 
many of opera’s conventions” (McKinnon & Australia Council 
Committee of Inquiry, 1980, p. 77). The Inquiry into Opera/ Music 
Theatre in Australia (1980) recognised the importance of staged 
music as a way to stimulate Australian work and the report 
flagged modest, experimental activities suitable for increased 
funding (ibid p. 78).  
The mid-to-late 1980’s saw a significant rise in hybrid, 
experimental work created by small-scale experimental opera 
companies like Chamber Made, Seduction Opera, Calculated 
Risks, Sydney Metropolitan Opera, Astra Chamber Music Society 
and IHOS Opera (Jenkins & Linz, 1997; Marshall, 2004). However, 
as Jenkins and Linz have suggested, the funding offered to 
experimental music theatre may have driven development of 
experimental forms, not through increased support, but through 
the ingenuity it required to operate on such modest budgets. The 
result was an innovative sector that  bred “highly adaptable, 
multi-talented performers” who rejected specialisation in favour 
of collaboration and group devised pieces (Jenkins & Linz, 1997, 
pp. 11-13). 
2.3 Collaboration in Australian opera 
In 1993, prominent Australian director Barrie Kosky stated, 
I feel repulsion when reading about people 
doing contemporary opera as if they’re trying to 
follow the traditions of the past, without 
exploring the cross-disciplinary relationships 
that developments in the theatre have opened 
up. Contemporary opera has to include 
movement elements whether you’re talking 
about dance choreography or something else. It 
has to include the director and designer as 
collaborative forces within the production (as 
cited in Jenkins and Linz, 1997 p. 9).  
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As opera has always been interdisciplinary, Kosky is not calling 
for opera to be interdisciplinary as such, but rather, advocating a 
collaborative paradigm for creating opera as a function of that 
interdisciplinarity.  
Prior to the twentieth-century, operas were traditionally 
attributed to their composer. In contemporary forms, where 
performance is a focus, works are more often attributed to a 
‘creator’ or ‘co-creators’. The creator/s may be the writer, 
composer, choreographer, director, designer, performers or may 
embody any number of these roles. For example, Robert Wilson 
has been described as an auteur director in that he controls all 
aspects of the performance including staging and movement, 
timing, set and costume design, sound and role interpretation 
(Schechner, 2013, p. 253). In operatic literature that privileges 
music, the work Einstein on the Beach is attributed solely to 
composer Phillip Glass (Cannon, 2012, pp. 367-368). However, in  
literature that recognises performativity in twentieth century 
opera, Glass and Wilson are considered co-creators because the 
work is intrinsically  linked to the visual aesthetic and the 
performance itself (Cooke, 2005, pp. 249-253; Schechner, 2013, 
pp. 253-254).  
In Australia, the shift away from composer to creator/s is 
evident in Jenkins and Linz’s survey of experimental music 
theatre in the 1980’s and 1990’s (1997). Jenkins and Linz do not 
categorise individual works by composer or chronology; instead 
they ascribe creative works to companies or groups and discuss 
them in relation to creator relationships. For example, Jenkins 
and Linz use interview material from director Douglas Horton and 
composer David Chesworth to provide insight into how Chamber 
Made’s Recital was developed. As a product of multiple 
perspectives Horton describes Recital as a “theatre piece about 
an opera” where “everyone had some input into all aspects of 
the piece” (Horton, cited in Jenkins and Linz, 1997, pp. 21-22).  
Jenkins and Linz provide similar insight into the many 
experimental music theatre pieces created during this time. 
However, the scope of their survey only allows for superficial 
observations of collaborative relationships. In contrast, Richards 
and Yoni’s investigation of Gilgul’s Into the Wilderness, provides 
significantly more insight and commentary on the collaborative 
22 
process itself (Richards & Prior, 2002). Richards and Yoni describe 
different methods of collaboration that are then briefly analysed 
in relation to success or failure. Their analyses also recommends 
some ideas for how to best apply collaboration to future 
developments, However, as Jenkins and Linz point out, if 
companies are aiming for a “utopian ideal of collaboration” that 
doesn’t compromise specialists and unites multiple forms into an 
artistic whole (p. 41), a more systematic approach to process is 
required.  
2.4 Systematic approaches to collaboration 
Much of the literature surrounding systematic approaches 
to collaboration looks at managing individual creativity within an 
organisational environment (Amabile, 1988; Bissola & Imperatori, 
2011; DeFillippi, Grabher, & Jones, 2007; Woodman, Sawyer, & 
Griffin, 1993). Some recent sociological analyses of organisational 
structures provide insight into how group dynamics affect 
individual creativity in group settings. Bissola and Imperatori 
(2011), for example, found that team creativity in fashion design 
was influenced by the varying levels of individual creativity within 
each group (Bissola & Imperatori, 2011, pp. 83-86). Bissola and 
Imperatori also offer important insight into organisational 
process design to increase creative output when working with 
groups of various levels of individual creativity (2011). This 
research provides useful tools for determining best practice 
when working with creative practitioners from a wide range of 
skill levels, and suggests potential group structures. 
In relation to creative practice, John-Steiner proposes a 
theoretical model for artistic collaboration that examines the 
interrelated nature of values, roles, patterns and collaborative 
working methods (2000, pp. 196-203). John-Steiner stresses the 
importance of both a complimentary pattern (where participants 
bring different skills to the collaboration) and an integrative 
pattern (where participants develop a shared vision) within 
artistic collaborations (ibid p. 110). This model provides a 
particularly useful insight into collaborative patterns and how 
they may shift over periods of time. For example, she argues that 
transformative changes that lead to the construction of new art 
forms require integrative collaboration and a “prolonged period 
of committed activity” (ibid, p. 203), where roles are intertwined 
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and partners share the same visionary commitments (ibid, p. 
197). This level of collaboration is not possible in a short term 
project, therefore John-Steiner’s model provided important 
grounding in relation to what could be realistically achieved using 
multiple disciplines, but does not provide insight into the 
practical methods of collaborative processes  
Sawyer (2008) examined the effectiveness of 
collaboration in jazz ensembles and found that improvisation in 
teams leads to new ideas, problems and solutions. He has 
described this as ‘group flow’ and has identifies ten conditions 
that foster the ideal collaborative state:: having loosely defined 
goals; close listening and full engagement; complete 
concentration when working; being in control but remaining 
flexible; being able to blend egos; having equal participation; the 
right level of familiarity between group members; good 
communication; being able to move ideas forward; and, 
recognising the potential for failure (p. 56-75).  
Unlike Sawyer, who suggests ideal collaborative 
processes are those without a director or a strong leader, Simon 
(2015) argues that effective collaboration is a function of 
sucessful leadership, citing Cirque du Soleil as an example of best 
practice. After interviewing Cirque du Soleil’s director of 
acrobatics, Boris Verkhovsky, Simon suggested a list of attributes 
that maximise the ability for the company to sucessfully 
coordinate collective and collaborative processes. These include: 
the ability to capitalise on failure to reinforce learning; effective 
time management; encouraging participation while adapting to 
individual personalities; articulating goals; and, understanding 
when and how to evaluate outputs.   
When working across art and technology, Candy and 
Edmonds note that successful collaborations don’t occur simply 
because the environment permits collaboration. Successful 
collaborations require an understanding of how to collaborate 
for mutual advantage (Candy & Edmonds, 2002). Mamykina, 
Candy and Edmonds (2002) suggest three possible models for 
collaboration based on a partner/activity matrix (see figure 2.1). 
They describe three potential configurations for the 
partner/activity matrix: the assistant model where “collaborators 
assume the responsibility for different phases of the project” (p. 
97); the partnership model where collaborators work together  
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Figure 2.1 The partner/activity matrix (Mamykina, Candy, & 
Edmonds, 2002, p. 97) 
 
           
           
           
           
 
 Figure 2.2 Assistant model, full partnership model and 
partnership with assist control (Mamykina, Candy, & Edmonds, 
2002, p. 97) 
for the duration and co-create. Lastly, they propose a hybrid 
model that is a combination of both assistant and partnership 
models (p. 97).  
Like Sawyer and Simon, Mamykina, Candy and Edmonds 
identify factors that improve collaboration between disciplines. 
They also propose tools and practices that allow creative 
practitioners from disparate domains to work together to 
improve creative output. They identify a number of factors that 
result in successful collaborations, such as: devising a shared 
language, engaging in extensive what-if-sessions, developing a 
common understanding of artistic intentions and vision, and 
sharing knowledge resources. The models proposed by 
Mamykina, Candy and Edmonds, in combination with some of the 
tools and practices outlined in organisational theory, provide a 
useful framework to develop a collaborative model for the 
creation of interdisciplinary opera.  
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2.5 Choosing c0-creators 
 In the creation of new artistic work, what determines a 
successful collaboration? Candy and Edmonds discuss success as 
both subjective and objective where subjective success indicates 
that the creators view the end result as a success, while objective 
success relies on external critique or evaluation (2002, p.138). 
However, these criteria assume that external evaluators can be 
objective. Bourdieu suggests that familiarity and increased 
exposure allow an individual to more easily decode a work of art, 
making the experience more meaningful (Bourdieu, 1984, pp. 2-
4).  The importance of social dynamics, social class, upbringing 
and education in influencing the way we appreciate art has been 
well researched by sociologists and cultural studies scholars  
(Bourdieu, 1984; Dimaggio & Useem, 1978; Kolb, 2005; Peterson, 
2001). These factors impact audience expectation and create a 
subjective gaze. 
For example, Chamber Made’s The Minotaur Trilogy, 
created as a collaboration between composer David Young and 
director Margaret Cameron is a highly polarising work with some 
reviewers calling it “intriguing and rewarding” (Leviston, 2012) 
while others offer a far less complimentary critique, “SKRRRRRK. 
Mwarkkk. GrglBANG. Ooooooooooooh (sung, rising and falling 
very slowly). Xwgerk! There, you don't need to go to 
the Minotaur Trilogy, you've just performed it to yourself!” 
(Zwartz, 2012). The success of this collaboration would be open 
for debate if the criteria was based on critical reviews. However, 
as can be seen from their website, Chamber Made value debate 
and see both acclaim and consternation as a mark of success 
(Chamber Made Opera, 2016). This indicates that while critical 
evaluation is still important, the subjective intention and 
aspirations of the creators must be the primary determinant of 
success in an artistic collaboration. 
 This research is driven by a desire to move away from the 
field of restricted production that consciously, or unconsciously, 
leads to increased complexity and operatic works that struggle 
to find, or are not interested in finding, an audience (Botstein, 
2004, pp. 45-46; Terracini, 2011). Therefore, the subjective 
intention is to create innovative, yet accessible work that will 
resonate in a contemporary setting.  This requires devising a 
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strategy that not only encourages innovation but allows for 
active and focused decision-making when choosing appropriate 
collaborators, disciplines or aesthetic directions.  
When considering strategies for innovating within a 
genre, there has been considerable research into developing 
creative work for youth audiences. For example, when exploring 
creativity and meaning-making in young people, Willis has 
discussed the value of the ‘grounded aesthetics’ of youth culture.  
He differentiates between the artefacts of culture and their 
function in everyday life. For Willis the manipulated artefacts of 
popular culture or even high culture provide the currency for 
recombination and the development of ‘common culture’.  In 
Willis’s ‘common culture model’, the focus is on use of culture in 
everyday life and the lines between production and consumption 
blur (1998, p. 415-516). Willis argues the value of the ongoing 
invisible creativity in young people and the ability to 
recontextualise and redefine symbolic material and practices to 
produce new meaning (1998, p. 417-418).  
This idea has been adopted by theatre makers using 
young people as collaborative co-creators in the development of 
new work. Hunter and Bourke (2013), for example, have explored 
how both large and small companies use technology and youth 
culture in creation to innovate theatre for young Australian 
audiences (2013, pp. 126-130). They emphasise the importance of 
using young people and youth organisations, and cite Opera 
Queensland’s 2009 production Dirty Apple, for secondary school 
students, as an example of a successful co-creation between a 
youth organisation (Backbone) and an established company 
(Opera Queensland) (ibid, p, 132).   
While my project did not use younger audiences as a 
source of creative input, the successful practice of co-creation 
with young adults, as outlined by Hunter and Bourke (2013), 
informed my decision to engage creative practitioners between 
the ages of eighteen and twenty-five. As the development of this 
creative project was designed to be collaborative, creative 
practitioners had considerable input into creative decision-
making and were therefore considered valuable co-creators. 
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2.6 Focused aesthetic choices 
Choosing collaborators is a function of aesthetic decision-
making. However, the aesthetic elements must also align with a 
creator or creators’ subjective vision. My vision involves a 
restructuring of the opera format in order to create work that 
would resonate with contemporary audiences. This goal not only 
requires considered choice of co-creators, it requires a focused 
strategy to ensure that aesthetic elements stretch the operatic 
form without abandoning it completely.  
A number of scholars have explored the difficulty creative 
practitioners face when attempting to restructure an existing 
form. As previously discussed, the rise of performance studies in 
the 1960’s – 1980’s saw a significant blurring of traditional forms 
as work was reconfigured to meet the aesthetic logic of 
performance. However, there is a difference between 
abandoning a form and moving ‘beyond’ a form (Lehmann, 2006, 
pp. 27-28). Moving beyond a form allows practice and aesthetic 
structure to be reconfigured or reworked with reference to 
earlier aesthetic conventions.  Lehmann uses the prefix post- to 
describe theatre that exists beyond traditional forms of dramatic 
theatre (Lehmann, 2006). Post is also a prefix used by scholars 
describing the aesthetic logic of work ‘beyond’ opera.  
Novak uses the term postopera to describe works by 
artists such as Glass, Andriessen, Reich, Van der Aa, and Adams 
and to draw a sharp contrast between new opera formats and 
conventional opera. Novak’s postopera is both postmodern and 
postdramatic, where the aesthetic elements of opera may still 
exist however, the aesthetic logic for those elements is different 
(Novak, 2016, pp. 26-27).  
Till uses the terms post-operatic or post-operative when 
describing the aesthetic logic for his company Post-Operative 
Productions (2010). He differentiates his work from artists such 
as Cage, Kagel, Reich, Ashley, and Goebbels, who appear to have 
abandoned ‘opera’ altogether for new forms in “which the 
‘operatic’ is often conspicuous by its absence” (Till, 2004, p. 19). 
Till also rejects the aesthetic logic of trying to return to a point of 
operatic purity and refers to such works as ‘ur-opera’. He has 
used this term to define the works of artists like Berio, 
Stockhausen, Birtwistle, Monk or Glass (ibid, p.20). For Till, all 
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new opera is post-operatic and their aesthetic goal is to 
“anatomise the scattered entrails of opera, reading them as 
portents, signifiers of the ‘operatic’ within contemporary 
culture” (ibid, p. 20).  
While Till provides a useful critical enquiry into form, it is 
limited to music and offers no observation of either the 
subjective or objective success of aesthetic choices.  In contrast, 
the creators of Cirque Du Soleil provide a successful strategy for 
interdisciplinary collaboration that focuses on strategic decision-
making using critical examination of complimentary 
entertainment forms. 
New technological advances have had a major impact on 
the popularity of circus. Nearing the end of the twentieth century 
it had become largely irrelevant and unable to compete with 
modern entertainment (Loring, 2007, p. 7). When Cirque du Soleil 
first formed, circus was suffering from poor audience attendance 
and was considered a “declining industry with limited potential 
growth” (Kim & Mauborgne, 2005). Creating a superior 
production within a genre provides no advantage if audiences are 
not interested in that genre. Recognising this, Cirque has been 
acknowledged as a major participant in the reinvention of the 
circus genre into “cirque nouveau” (Loring, 2007, p. 7). Focused 
decisions such as the removal of animal acts, the introduction of 
a thematic narrative, more sophisticated use of music and 
lighting in combination with highly skilled performers across 
multiple disciplines, took the genre in a completely new 
direction. By offering an alternative to traditional circus, Cirque 
no longer needed to compete for traditional circus audiences. 
The move from competition to alternative is fundamental 
to what Kim and Mauborgne (2005) call the ‘blue ocean 
strategy’. The conventions that define a genre are altered to 
move it out of a competitive, cutthroat marketplace (bloody, red-
oceans) into an entirely new marketplace (vast, deep and 
unexplored blue ocean) without losing sight of the origins of the 
form. Kim and Mauborgne’s model, is highly focused on profit 
and commercial success in an industry through consideration of 
buyer groups, complimentary products and alternative 
industries. While this sort of industry perspective is not 
appropriate for myself as a creative practitioner operating in a 
non-profit environment, it does offer an alternative to making 
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decisions based on purely aesthetic, intuitive or even random 
choices.  
By applying a focused decision-making strategy using 
intuition combined with scholarly research, an aesthetic or 
ideological decision making process become tactical and 
informed. This may increase the potential of finding those 
seminal moments of popular culture that could be integrated 
with opera to create a new contemporary iteration of the form. 
However, as discussed in the introduction, the drive for 
legitimacy within highly codified fields could potentially cloud 
decision-making processes for creators and make subjective 
success difficult to assess accurately. Creators who are 
collaborating with a subjective intention must be able to make 
calculated aesthetic decisions and objectively determine the 
success of those decisions. This suggests the need for a tool to 
assess aesthetic decisions throughout the process and to 
ultimately determine the success of the collaboration at 
completion.   
30 
This chapter provides an overview of my research 
methodology, research design, and the methods I used for data 
collection and analysis. This research draws on creative 
collaboration models and strategic aesthetic decision-making as a 
way to identify new techniques and technical possibilities for my 
creative practice as an artistic director and creator. In order to 
answer the aims of the study, I led a collaborative team in the 
development and production of a new opera, The Void and the 
Light. As the examinable outputs for this research project include 
both a major creative work and a dissertation that uses both rich 
media and written text, I provide insight into my role as a 
practitioner-researcher, and examine the concept of auto-
ethnography as a research methodology. I will investigate 
approaches to researching creative practice and will explore 
Smith and Dean’s model, the Iterative Cyclic web, as a strategy to 
combine practice-led research and research-led practice. Finally, I 
provide a detailed analysis of my research design and outline the 
planning, action and evaluation phases I used to create the final 
work, The Void and the Light.  
Chapter 3 METHODOLOGY 
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3.1 The role of the researcher 
This research project involved the development of a new 
opera through my company Outcast Performing Arts (OPA). OPA 
is a small, not-for-profit performing arts company that I founded 
in 2012 to experiment with new ways of incorporating the 
classical vocal technique. The Brisbane-based company is self-
funded and has a ‘by-contract’ company structure where 
individuals are bought into the company for the duration of a 
project. As the artistic director and producer for this company, I 
am the only permanent member of the creative team. Ultimately, 
I decide the overall structure of each project based on any 
number of factors, such as the availability of resources, what or 
who the work is for, and the other individuals involved. I am 
solely responsible for the creative focus of each project based on 
my own individual preferences and creative vision.  
 As an individual, my preferences and dispositions reflect 
my experiences as a white female growing up in a middle class 
Australian family. As a child, I was encouraged to read prolific 
quantities of science fiction and fantasy, and subsequently I 
developed a love of film and video games. In my early twenties I 
travelled the world extensively and found an appreciation for 
language and the music of other cultures. I was educated in 
music from a young age and had performed in many musical and 
performance styles by the time I found my way into tertiary 
training in classical voice. These preferences and dispositions, 
born from experience within the social world are what Bourdieu 
defines as habitus, the “systems of durable, transposable 
dispositions”, that act as both ‘structuring structures’ and the 
principals of practice that can be objectively viewed as ‘normal’ 
without appearing to obey any specific rules (Bourdieu, 1977, p. 
72). The habitus contains identifiable and observable dispositions, 
but also contains the unseen, obscured aspects of practice that 
are “objectively adjusted to other practices and to the structures 
of which the principal of their production is itself the product” 
(Bourdieu, 1977, p. 79).  
As a creative practitioner seeking to restructure the 
format for opera, I recognise that I am limited by my experiences 
and a heavily codified set of tacit rules that typically define my 
practice. It is this struggle against the established ‘rules of the 
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game’ perpetuated by the dominant players, that creates a 
continuous act of comparison in order to be different. Creating 
new work requires continuous reflection in order to seek some 
kind of objective truth of practice. When experimenting, creative 
practitioners must be able to identify the deviations that signal 
‘creation’ and this can only occur in relation to past practice and 
requires a simultaneous knowing and naivety (Bourdieu, 1993, 
pp. 109-110). 
The continuous act of reflection on both the objective 
structures and the subjective decisions that guide my creative 
practice provides a constructivist structuralist ontology for this 
research. Bourdieu’s concept of habitus is central to this 
structuralist, constructivist view of reality and provides a bridge 
between the subjective that champions lived experience and the 
objective that views action as a product of observable practices. 
Bourdieu’s view of structuralism extends beyond the symbolic 
systems of language espoused by Saussurean and Levi-Strauss, 
to the entire social world. He argues that there are objective 
structures in place that exist beyond an individual’s conscious will 
that can guide or constrain practice (Bourdieu, 1989, p. 14).  
However, constructivism offers a two-fold social genesis where 
actors not only operate through the habitus, as a set of 
preferences and dispositions, but also within the social structures 
he denotes as fields, or groups analogous to social class (ibid, p. 
14). The habitus can therefore act as the differentiating force 
where action appears subjective and guided by free will but is in 
fact constrained by the realm of what is ‘possible’.  
Assuming the ontology that practice is both objective and 
subjective, inquiry into my own creative practice cannot be done 
externally to the practice itself. This suggests a research 
methodology that actively includes the researcher. My position 
within the research, a desire to connect the personal to the 
cultural combined with the complex and evolving nature of 
creating new work makes the iterative and reflective approach of 
auto-ethnographic, practice-led research the most logical choice 
for my primary research strategy. One of the primary 
characteristics of practice-led research is that “research output 
and claims to knowing are made through the symbolic language 
and forms of practice” (Haseman, 2006, p. 4). Practice-led 
research places the practitioner-researcher firmly within the 
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research where “subjectivity, involvement and reflexivity is 
acknowledged” (Gray & Malins, 2004, p. 21). Knowledge 
generated through practice-led research is understood as 
contextual and intricately bound to the researcher. Through 
considered methodology and documentation, new knowledge 
can be communicated and made transferable (ibid, p.21). 
3.2 Auto-Ethnography 
This research is driven by a desire to understand the 
social, educational and historical structures that influence my 
praxis.  Examining praxis under a cultural lens not only provides a 
more thorough understanding of an individual’s practice in a 
cultural context, it provides an important lens through which 
other practitioners may see themselves and their own practice. 
Auto-ethnography is ideal for this focus as it allows researcher-
practitioners to “display multiple levels of consciousness, 
connecting the personal to the cultural” (Ellis & Bochner, 2000, p. 
739). Unlike traditional ethnography that places the researcher 
outside the cultural sphere as an observer, auto-ethnography 
recognises the link between the researcher and their social 
world. It is an autobiographical style of writing that encourages 
both an ethnographic wide-lens to observe the effects of culture 
on personal experience, and an introspective narrow lens that 
views the self, moving through, refracting and resisting cultural 
interpretations” (ibid, p. 739).  
The concept of auto-ethnography dates back to 
anthropologist Karl Heider’s (1975) study of the personal 
accounts of the Dani people. It has since been used by 
anthropologists to describe studies that interrogate one’s own 
culture from an insider’s perspective (Hayano, 1979). The term 
auto-ethnography is now widely recognised as a methodology 
that uses a researcher’s personal experience to make 
generalisations about their culture (Ellis & Bochner, 2000, p. 737; 
Reed-Danahay, 1997, p. 5). As a research methodology, auto-
ethnography is “ethnographical in methodological orientation, 
cultural in interpretative orientation and autobiographical in 
content orientation” (Chang, 2008, pp. 3-4). 
Usually written in first person voice, auto-ethnographic 
writing can include a variety of texts such as autobiography, 
stories, poetry, fiction or social prose. However, these texts must 
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represent the researcher in a cultural context to be defined as 
auto-ethnography. When used within a practice-led paradigm, 
auto-ethnography provides an excellent framework for 
‘naturalistic inquiry’, which investigates both written texts and 
creative artefacts to result in a holistic research outcome (Gray, 
1996, p. 24).  
Gray defines practice-led research as “research where 
questions, problems, challenges are identified and formed by the 
needs of practice and practitioners; and secondly, that the 
research strategy is carried out through practice” (1996, p. 3). 
The development of new works has always been central to my 
creative practice. While often driven by a clear goal or objective, 
much of my aesthetic judgement appears intuitive, arbitrary and 
experimental. By reflecting on my creative practice within an 
auto-ethnographical framework, that is, reflecting on the ‘why’ 
of decisions, I can contextualise tacit knowledge and make sense 
of new phenomena as it arises. By introducing new elements and 
ideas into my own creative practice, as a reflective response, I am 
able to move away from what I would do ‘naturally’. This is a 
fundamental condition for creating some objectivity as it allows 
for a detailed examination and consequent documentation of 
both unconscious and conscious action (Candy, 2011, p. 12).  
Through a clear articulation of method, data collection 
and findings, the knowledge I gain through practice can be seen 
as differentiated, accessible, transparent and transferable (Mafe 
& Brown, 2006, p. 3) and creates the potential for informed 
transformation of practice in myself and others (Chang, 2008).   
3.3 The Iterative Cyclic Web 
This research examines the development of creative work 
through an auto-ethnographical lens that uses self-reflection and 
scholarly research to continuously analyse and interpret practice. 
Therefore, I am not only researching my practice, research is 
shaping my practice. Practice informed by research or, research-
led practice, is different to practice-led research. Where practice-
led research is initiated in practice, research-led practice suggests 
that scholarly research can lead to creative work by triggering 
new insights and areas for experimentation (Smith & Dean, 2009, 
pp. 7-9). Practice in research-led practice is therefore initiated by 
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research. Combining the two requires a research method that 
can accommodate both forms of inquiry.  
Smith and Dean have proposed a model that is heavily 
focused on iteration and “accommodates both practice-led 
research and research-led practice, creative work and basic 
research” (Smith & Dean, 2009, p. 19). They name their model the 
Iterative Cyclic Web (see figure 3.1). The model consists of a main 
cycle that moves between traditional research, research-led 
practice and practice-led research. Researchers may initiate their 
inquiry at any point in the cycle and are free to transverse the 
cycle, creating a web. Within the main cycle are smaller sub-
cycles that emphasise iteration and selection.  
 Iteration is fundamental to both creative practice and 
research as new ideas are continuously tested and selected. This 
is a typical characteristic of my own creative practice. For 
example, when creating the text for the initial iteration of the 
creative work detailed in this thesis, I used my own experience of 
                                                        
3 Iambic tetrameter is a poetic meter that consists of four iambic feet. An iambic foot, is a short 
syllable followed by a long stressed syllable (for example, a-while). Anapestic tetrameter consists 
of four anapestic feet. An anapestic foot is two short syllables followed by a long syllable. When 
considering stress, it consists of two unstressed syllables followed by a stressed syllable.  
language in popular culture, I considered what might appeal to 
an audience, I listened to other languages, created a set of 
phonetic rules, tested words against the melody lines, and 
eventually selected the text I wanted. This process would be 
characterised by a clockwise movement around Smith and Dean’s 
model, where my decisions are influenced by my own aesthetic 
choices. However, the benefit of the Iterative Cyclic Web is that it 
encourages a researcher to approach inquiry from different 
points in the cycle (Smith & Dean, 2009, p. 24).  
 Returning to the text example, when I developed the text 
for the narrator in the final iteration of the work, I referred back 
to Smith and Dean’s framework and was prompted to research 
potential rhythms and meters in order to create a narrator with a 
lighter disposition. After researching rhythm and meter I selected 
the combination of iambic tetrameter (IT) and anapestic 
tetrameter (AT) typically found in nursery rhymes3.  
  
 
36 
Figure 3.1: The Iterative Cyclic Web (Smith & Dean, 2009) 
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The selection of this meter transformed the narrator’s 
development arc into a less serious character. Both methods of 
inquiry into text development resulted in outcomes that could be 
documented and analysed auto-ethnographically as a function of 
culture.  
While the text example illustrates a goal orientated 
approach, Smith and Dean’s model emphasises two separate 
approaches to problem solving. The first is a goal-orientated 
approach that encourages rigorous experimental testing through 
multiple iterations. The second involves a process-driven 
approach with no rigid start or ending points that encourages the 
emergence and the formulation of new ideas. They stress that 
within the model, neither approach is separate and are often 
used in conjunction (ibid, p. 23).   
Goal and process approaches to problem solving are 
common in creative practice where new techniques and personal 
theories emerge through the development of creative work. In 
my ordinary creative practice, outputs may include 
performances, informal discussions, rehearsals, recorded 
footage, scores, librettos, collaborative development and 
ongoing journaling through social media and private records. 
Using Smith and Dean’s model as a guide I am able to further 
develop these outputs by moving fluidly between left and right 
sides to reveal the social and cultural contexts essential for the 
auto-ethnographical framework.  
By allowing the research process to move freely through 
the web I am able to combine multiple methods, empirical 
materials and perspectives for data collection to ensure that my 
research is suitably rigorous and thorough. I am able to critically 
evaluate my process and document emerging techniques, 
approaches and ideas, both through written text and through 
the symbolic forms of my practice in a way that could be 
accessed and evaluated by others (Smith & Dean, 2009, p. 25). 
3.4 Research design and data collection 
Practice-led researchers use methodologies and methods 
that are familiar to practitioners in order to ensure that there is 
no conflict between research methods and creative practice 
(Gray, 1996, p. 10). My natural process for developing new 
creative work involves cycles of planning, development and 
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evaluation. This aligns closely with the inquiry cycle of action 
research, which provided a useful research design to manage and 
analyse data. The mechanical steps of action research can be 
described as a spiral of self-reflective cycles that plan, act, 
observe and reflect (Kemmis & McTaggart, 2008, p. 276; Reason 
& Bradbury, 2008, p. 4). This cycle is clearly represented in this 
research design through a series of phases that outline the 
planning, practical studio action and reflection involved in the 
development of the creative artefact.  
The action research approach is not theory driven but 
rather data driven and experiential, drawing on participants’ 
knowledge of the situation rather than relying solely on rigid 
concepts (Dick, 2002, pp. 160-161). This design offered the 
flexibility required for the multiple entry points of Smith and 
Dean’s model and allowed problems, concepts and ideas to be 
approached from either a goal- or process-driven perspective.  
The research was conducted over seven phases and included 
multiple methods of data collection that allowed for 
‘triangulation’ in order to best reflect on and interpret emergent 
findings, ideas, techniques and processes (Gray & Malins, 2004, 
pp. 31-32). The following section provides an outline of those 
phases and lists the prominent data collection methods used.
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Phase 1 (planning):  
Determining the aesthetic structure of the work 
In the initial phase of the project, I explored opera in a 
cultural context. This allowed me to make focused decisions for 
aesthetic structure and choose co-creators. I drew on elements 
of common culture and popular entertainment to inform my 
practice and the initial conceptualisation of the work. This 
allowed me to create a synopsis and plan the first stage of 
creative development.  
 
Methods for data collection: In additional to an initial contextual 
review, this phase used: 
• Concept mapping in combination with visualisation in the 
form of concept drawings/boards 
• Creative writing to form initial narrative concepts, flesh 
out potential characters and storylines. This included a 
synopsis and project brief that was sent out to potential 
collaborators and co-creators 
• Informal discussions with potential collaborating creative 
practitioners to generate ideas and direction for scholarly 
research 
• Scholarly investigation into new data and ideas around 
popular entertainment forms 
 
Phase 2 (action):  Creating Metromorphosis I 
Exploring an assistant model of collaboration using focused 
decision-making for aesthetic choices 
This phase involved the creative development of two 
pieces: Death on the Wing and New Life. These pieces were 
created using an assistant model for collaboration and explored 
my aesthetic choices. The creation of these pieces involved a 
large cast of dancers and vocalists, but under the assistant 
model, the collaborative decision-making was done in stages and 
even then only included the composer, the choreographer, the 
costume designer and myself. The two pieces were developed 
over a three-month period and were shown to live audiences as 
part of the Outcast Performing Arts MOSAIC fundraising event 
and the Ignite12! Student Research Conference.  
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This phase made extensive use of a reflective journal that 
was used in combination with photography and video footage to 
act as an “off loading’ device”, which is considered essential for 
creative reflection (Gray & Malins, 2004). I used this journal to 
record general insights, emerging ideas, processes and 
techniques in order to chart the progress of my own practice. 
This journal in combination with media footage, self-observation 
and informal interviews acted as auto-ethnographic field texts 
which were used for analysis and interpretation to gain cultural 
insight. This analysis was used for future decision-making and 
charted the course of both my practice and my research.  
 
Methods for data collection:  
• Observation and related notation in the form of 
completed and draft musical scores and libretto  
• Development of a language diary 
• Photography, video and audio data documenting 
rehearsal and performances 
• Documentation of costume and makeup designs, and 
completed costumes 
• Documentation of a story board and synopsis 
• Video documentation of performance outputs 
• Reflective journal 
 
Phase 3 (evaluation and planning):  
Restructuring the collaborative model and evaluating aesthetic 
decisions 
 At the end of the first action stage, there were noticeable 
issues with the assistant collaborative model. The inability to 
develop shared language had impacted heavily on the creative 
process so I planned to test a partnership model throughout the 
next action phase. This required an entire reworking of the 
creative concept to accommodate the new collaborative model. 
This stage allowed for an evaluation of the aesthetic structure. 
Through reflection on process, creative outputs and feedback 
from collaborating creative practitioners, I revised several of the 
theoretical strategies to be tested in the next action cycle.  
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Methods for data collection: 
• Documentation of informal interviews and feedback from 
collaborating creative practitioners 
• Reflective journal 
• Scholarly investigation into new data and ideas around 
popular entertainment forms 
 
Phase 4 (action): Creating Metromorphosis II 
Exploring a partnership model of collaboration  
 New creative practitioners were engaged for this phase of 
the project and were selected based on their specific discipline, 
skill, experience, aesthetic and age. Age was particularly 
important, as I wanted to engage individuals that would 
represent a younger audience demographic. The rationale for 
choosing creative practitioners within this demographic was 
based on the concept that young people have a good 
understanding of the grounded aesthetics of everyday 
experience and are skilled at recombining and re-contextualising 
large amounts of symbolic material (Willis, 1998).  
 This phase involved the creation of new work using the 
partnership collaboration model. This was a highly collaborative 
and time-consuming model that extended the development 
process out over a six-month period. It included a combination of 
collective studio work, out-of-studio work in pairs or small 
groups, and individual practice. Strategies, techniques and 
theories for using elements of popular entertainment were 
addressed and re-evaluated in a fluid, evolving process as new 
problems arose throughout the creative process. The unfinished 
work was presented in a live showing, and feedback about the 
collaborative process was collected from participating creative 
practitioners in the form of candid video interviews, informal 
discussions. Throughout the development phase, cast were also 
asked to document their experience and were given the 
opportunity to offer written feedback at the end of the phase. 
 
Methods for data collection: 
Creating the opera was a complex process involving many people 
and large amounts of data. To ensure commentary provided an 
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accurate description of the phenomenon, the process was 
documented using multiple sources including:  
• An ongoing reflective journal 
• Multimedia recordings (video, photos and audio) 
• Documentation through social media (Facebook group) to 
coordinate scheduling and share insights and 
performative material 
• Written and video documentation of streaming 
consciousness and live improvisation exercises 
• Written and video documentation of participation 
workshops and brainstorming sessions 
• Observation and documentation of related notation of 
symbols in musical scores, libretto, makeup, costume and 
set designs 
• Documentation of storyboards and scene breakdown 
• Informal discussions with creative practitioners 
• Documented interviews/feedback from creative 
practitioners. This included written feedback, video 
interviews and informal discussions with artists. 
• Video documentation of performance outputs 
Phase 5 (critical reflection):  
Reassessment of the collaborative model, aesthetic decisions 
and development of a new narrative 
 When reflecting on the data from the previous action 
cycle, it became apparent that there were major issues around 
clarity and accessibility of the narrative due to the collaborative 
model. In order to address these issues, over the course of the 
next two months, I developed a new myth-based narrative based 
drawing on popular culture tropes from the fantasy film and 
game genres. The new narrative required additional 
development time so I planned a third action cycle that would 
incorporate a hybrid collaboration model. It also allowed for 
additional testing of audience immersion theory that had 
emerged as a result of inquiry into the new narrative.  
 
Methods for data collection: 
• Data from informal interviews and feedback from 
collaborating creative practitioners 
• Reflective journal 
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• Scholarly investigation into new data and ideas around 
popular entertainment forms 
• Creative writing to develop a new narrative, character 
direction and scene breakdown 
 
Phase 6 (action): Creating The Void and the Light 
Exploring a hybrid model of collaboration using reassessed 
aesthetic choices 
 The final action stage occurred over a four-week intensive 
development. This phase tested a hybrid model for collaboration 
using the new narrative. A large amount of creative work had 
been completed by this stage and due to time constraints, it was 
repurposed for the new narrative. This phase saw the 
introduction of new techniques and ideas based on a scholarly 
review that included immersive theatre strategies, and a 
reassessment of language to justify an English-speaking narrator. 
The final work was presented over the course of three 
performances at the Brisbane Fringe Festival in 2014. 
 
 
Methods for data collection 
• An ongoing reflective journal 
• Multimedia recordings (video, photos and audio) 
• Documentation through social media (Facebook group) to 
coordinate scheduling and share insights and 
performative material 
• Video documentation of improvisation exercises 
• Written and video documentation of participation 
workshops 
• Documentation of notated symbols in musical scores, 
libretto, makeup, costume and set designs 
• Documentation of storyboards and scene breakdown 
• Informal discussions with creative practitioners 
• Documented interviews/feedback from creative 
practitioners  
• Video and audio recordings of performance outputs 
• Scholarly investigation into new data and ideas around 
popular entertainment forms 
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Phase 7 (evaluation):  
Evaluate the creative process and artefact  
The final phase for this research included interviewing 
participating creative practitioners to collect data on the creative 
process and creative output. Creative practitioners involved in 
the project were interviewed using the semi-structured interview 
method. Longhurst describes semi-structured interviews as a 
verbal exchange where the researcher attempts to illicit 
exchange by asking a set of predetermined questions. Semi-
structured interviews are informal, conversational and provide 
useful means to supplement triangulation when used in 
combination with other methods (2003, pp. 103-106).  
Finally, a recording of the work was reviewed by a focus 
group of two industry professionals to provide critical feedback. 
When used within an auto-ethnographical framework, 
interviews, focus groups and reviews provide an important 
outsider perspective that can be used to confirm, complement, 
or dispute introspective data generated from recollection and 
reflection (Chang, 2008, p. 8). Using this data, I was able to 
reflect on both the creative process and the final artefact that 
was documented in a rich media exegesis and recorded both in 
audio and video format. 
 
Methods for data collection 
• Focus group reviews 
• Semi-structured artist interviews 
• Reflective journal 
• Multimedia recordings (video, photos and audio) 
 
 
 
  
45 
The following process chart (figure 3.2) illustrates the 
development process for the final work, The Void and the Light. As 
can be seen in this chart, there are three separate action cycles 
described as: Metromorphosis I, Metromorphosis II and The Void and 
the Light. The entire creative process spanned a period of 
approximately two years. The three separate development stages 
can be defined by concept and narrative as outlined in the briefs 
given to creative practitioners at the start of each development 
stage (see table 3.1).  
The final outputs for this research included a major creative 
work: The Void and the Light and a written dissertation as a rich 
media document that includes audio recordings, musical scores, 
images and video footage. The dissertation in combination with the 
creative artefact does not merely seek to describe or contextualise 
the creative work or my creative practice. Instead, this research 
aims to articulate transformations within my creative practice in 
order to advance knowledge within the practice of contemporary 
opera making, and why that knowledge is important and relevant. 
3.5 CREATIVE PROCESS 
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PHASE 2 
DEVELOPMENT 
Metromorphosis I 
Jun-Oct 2012 
Abstract Narrative 
Assistant Collaboration 
PHASE 4 
DEVELOPMENT 
Metromorphosis II 
Jun-Dec 2013 
Interpretive Narrative 
Partnership Collaboration 
PHASE 6 
DEVELOPMENT 
The Void and the Light 
Feb-Aug 2014 
Linear Narrative 
Hybrid Collaboration 
Phase 1 
PLANNING 
Participants 
Music, language 
Phase 3 
EVALUATION 
PLANNING 
Participants 
New concept 
Music, language, space 
Phase 5 
EVALUATION 
PLANNING 
Participants 
New narrative 
Language, space 
Performance 
Brisbane Fringe 
Festival 
Aug 2014 
WIP Showing 
MOSAIC 
Installations 
Oct 2012 
WIP Showing 
Judith Wright 
Centre 
Nov 2013 
WIP Showing 
Sep 2013 
WIP Showing 
Oct 2013 
Phase 7 REFLECTION 
Figure 3.2: Development stages of the creative work 
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Iteration Dates Concept 
M
et
ro
m
or
ph
os
is
 I 
 
Jun – 
Oct  
2012 
 
Metromorphosis is an interdisciplinary work inspired by the insects that inhabit the nooks and crannies of 
Brisbane City. Opera is fused with contemporary instrumentation, dance and circus, to create the colourful 
world where the secret lives of insects unfold and intertwine.  
 
The theme of Metromorphosis is transformation. Transformation of the chrysalis into the moth, 
transformation of traditional art into experimental art and transformation of Brisbane’s public spaces into 
something beautiful, dynamic and full of life. 
 
M
et
ro
m
or
ph
os
is
 II
 
 
Feb –  
Dec  
2013 
 
Set in a world after humans where the city structures have collapsed under the forces of the elements and 
strange new life is evolving. Metromorphosis explores this new world and its inhabitants through a fusion of 
dance, voice and circus. The work follows the element of light as she moves around the space, illuminating 
the different areas.  
 
While there is no central storyline each individual piece tells its own unique story as the creatures struggle to 
find their way in a hostile environment subject to the whims of the elements. The broad themes of survival 
and adaptation are explored through the lens of raw instinct, desperation and at times, tenderness. 
 
Th
e 
Vo
id
 a
nd
 th
e 
Li
gh
t 
 
Feb - 
Aug 
2014 
 
The Void and the Light is a cautionary tale exploring the way we treat our world and interact as a species.  Set 
in an unknown time, the story begins with a wager between the Light (existence) and the Void (extinction), 
where the prize is a new species of life. To avoid being claimed by the Void, these new creatures must work 
together in an increasingly complex way against the natural elements Air, Water and Earth. While the work is 
set after the demise of humans it mirrors our own trajectory as a species and the consequences of greed and 
apathy.  
 
 
Table 3.1: Concept outlines for the development stages of the creative work 
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This research project focuses on developing a new 
collaborative model for the creation of contemporary opera. The 
research is driven by a desire to create work that is operatic and 
innovative while avoiding the increased aesthetic complexity I 
have noticed in many contemporary operatic productions. This 
focus required strategic decision-making to choose aesthetic 
elements that would result in a ‘successful’ realisation of my 
subjective vision.  
In this chapter I outline my aesthetic judgement and the 
strategies I used to make aesthetic or ideological choices. First, I 
examine popular cultural understanding of opera and outline the 
structural elements I consider essential to the form. I will then 
investigate the popular entertainment tropes I hoped to 
incorporate in order to disrupt the conventional format of opera 
using the grounded aesthetics of everyday life. 
Chapter 4 AESTHETIC LOGIC 
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4.1 The role of the audience 
This research makes no attempt to gauge the success of 
the final creative work in attracting or appealing to a mainstream 
audience. However, the development of this work was highly 
influenced by audience, and the desire to create a 
comprehensible and relevant opera was a major factor in many 
of my aesthetic and philosophical choices.  I anticipated that my 
aesthetic judgement would be heavily influenced by popular 
entertainment, specifically the cultural tropes of film and games 
as these genres are very familiar to me and play a large part in my 
everyday life.  
Strategic decisions were made in response to the 
perceived accessibility of the work. My desire to create an 
accessible work led to questions such as: What aspects of opera 
should be included? How can I make it feel more familiar? What 
elements of popular entertainment could be incorporated? These 
types of questions were addressed using multiple pathways and 
the creative process was iterative, fluid and resulted in a stream 
of new problems and questions. The continuous evolution of the 
work required ongoing reassessment, reflection and scholarly 
review throughout the creative development. 
4.2 Popular cultural understandings of opera 
In the introduction, I outlined some of the characteristics 
that differentiate contemporary opera from traditional forms.  
This outline provides some insight into the basic structures 
conventionally used to define a work as opera: vocal technique, 
music, narrative, libretto and staging. However, as discussed in 
the literature review, the traditional structural elements that 
define ‘opera’ do not necessarily apply in a paradigm that 
privileges performance. While this performance paradigm allows 
for considerable freedom in aesthetic logic, my goal is more 
aligned with the concept of post-opera in that I wish to move 
‘beyond’ opera without abandoning the elements of the form 
that an audience would be able to relate to. To achieve this goal, 
it is necessary to explore the popular understanding of ‘opera’ as 
a recognisable cultural object in order to set the parameters for 
the final creative work.  
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The Oxford Dictionary defines opera as “a dramatic work 
in one or more acts, set to music for singers and 
instrumentalists” (Moore, 2004). This broad definition 
comfortably describes most works in both the traditional and 
contemporary operatic repertory but it could just as easily 
accommodate the stage production, The Book of Mormon (2011) 
or the film Moulin Rouge (2001), neither of which claim to be an 
opera. Cannon has offered a narrower definition: “thinking about 
opera can be restricted to those works that were consciously 
written and called ‘operas’ or one of the many variants of the 
word” (Cannon, 2012, p. 7). This definition is also ambiguous. For 
example, the twelve-minute Electro Suite (2014) from the 
Amazing Spiderman 2 soundtrack would qualify because Hans 
Zimmer purportedly said to Pharrell Williams “let’s write an 
opera” (Flaster, 2014).  Wagner, on the other hand, was 
vehemently against the word opera and used ‘music drama’ 
(2012, p. 195) to define his work. Today Wagner is venerated as an 
‘opera composer’ and his works are regularly performed in opera 
houses alongside Mozart, Verdi and Puccini. Cannon’s expanded 
definition, while not always applicable, is useful because it takes 
into consideration some of the more extreme contemporary 
work that may not be immediately recognisable as opera. 
If we consider opera within a “horizon of audience 
expectation” (Griswold, 2008, pp. 21-22) it is not so difficult to see 
why the major opera companies limit repertoire to traditional 
masterpieces. The concept of ‘opera’ is grounded in the social 
world and dominated by media stereotypes. When asked in an 
interview what the word ‘opera’ meant to him, American 
composer Robert Ashley replied: 
Well, opera means that you’re telling a story with 
music. I know that my operas don’t sound like 
Puccini, but the idea is to tell a rather 
complicated story over an hour and a half with a 
lot of different characters where the telling of 
the story is based on the musical forms to the 
same degree that it happens in Puccini, but in a 
different manner (as cited in Oteri, 2001). 
When comparing his work to Puccini, Ashley is reminding us that 
Puccini ‘s operas, as part of the traditional European operatic 
canon, exist within the popular perception of opera in Western 
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society, and that his do not. This becomes obvious when looking 
at how opera appears diegetically in contemporary film. For 
example, in Moonstruck (1987), when Ronny takes Loretta to the 
opera he does not take her to Donnerstag aus Licht by 
Stockhausen, he takes her to Puccini’s La Boheme (1896). In The 
Departed (2006) Frank Costello is watching the famous sextet 
from Lucia di Lammermoor while in Sherlock Homes: Game of 
Shadows (2012) Moriarty attends a performance of Don Giovanni. 
When one of the lead characters in the recent Mission Impossible 
5 (2015) is sent to the opera, he does not attend warehouse 
performance of Zimmerman’s Die Soldaten he attends Pucinni’s 
Turandot at the famous Vienna State Opera house. The 
stereotypical use of opera in contemporary film reinforces the 
characteristics of traditional European opera that audiences 
recognise: the use of the classical vocal technique using either 
the Bel Canto4 style or the heavier, more dramatic classical 
technique influenced by Wagner and German opera in the 
nineteenth century, a diatonic tonal score using acoustic 
                                                        
4 Bel Canto or beautiful singing developed from Italian polyphonic and solo court singing. Used 
heavily in Italian opera in the 18th and 19th century, this technique focuses on a light vocal tone, 
orchestral instrumentation, proscenium arch staging, elaborate 
costumes and set designs, melodramatic action and high drama 
using a linear narrative. Stereotypical uses of opera in popular 
media also reinforce the social ritual of ‘going to the opera’ with 
images of well-dressed audiences sitting silently in extravagant 
opera houses.  
In contrast to the use of these traditional European 
masterpieces, it is unlikely that any of Robert Ashley’s works 
would ever be used to represent opera in a Hollywood film. The 
vocal performance for Dust (1998), for example, borders on 
verbatim prose and is performed by five individuals sitting down 
and reading from books for the entire production. Dust is such a 
departure from traditional opera, it leads to questions around his 
right to even call it opera (Oteri, 2001). However, as Ashley 
himself states, 
I wish I had a different word so I didn’t have to 
use the word opera because that causes a lot 
of confusion. I say it’s because I don’t have 
agility, articulation and enunciation (Owen & Ellen). The Bel Canto singing style is prominent in 
works by Italian composers such as Bellini, Rossini and Donizetti. 
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another word. There is no other word that 
everybody understands for the notion of 
telling a long story based on musical forms (as 
cited in Oteri 2001).  
Ashley’s reluctance to use the term opera for his work 
demonstrates an audience’s horizon of expectation. For a general 
audience, the word opera would be solidly linked to the defining 
characteristics of traditional repertoire. Therefore, if the goal is to 
produce work that a mainstream audience is likely to still 
understand as opera, deviating too far from popular 
understanding of the form would be detrimental. This required 
careful consideration when conceptualising the structural 
elements and form of my creative work. 
4.3 Determining core structural elements 
The final production was advertised on the Outcast 
website and in marketing materials as a “hybrid work that 
combines voice with contemporary dance and theatre” (Steele, 
2014). While I deliberately did not advertise The Void and the Light 
as an opera, I used specific structural elements within the work 
that would hopefully enable audiences to understand the work 
as opera when viewing it. Theses structural elements included: 
• A live performance
The final work would be performed in a physical
performance space for a live audience. This is a defining 
characteristic of traditional opera in contrast with new ideas 
around space and performance medium. Kakia Konstantinaki’s 
hyper-opera The Odyssey (2015), for example, explores a 
completely digital performance space where audiences actively 
view the opera online. Live performance as a structural element 
would be able to maintain the traditional concept of opera as a 
live performance without placing any limits on aesthetic choices 
in relation to venue, staging style or audience-performer 
relationship. This is important for examining alternatives to a 
traditional proscenium arch format. Contemporary opera in 
Australia has had excellent success with finding alternatives to 
the typical proscenium arch format of the opera house. For 
example, Koukias’s The Barbarians (2012) for IHOS Opera has 
been highly praised for its innovative and immersive staging 
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design that placed the audiences on either side of a runway stage 
(Dickson, 2013; Minshull, 2012).  
 
• The use of music   
Music is a basic structural element of the majority of 
operatic repertoire be it traditional or contemporary. The use of 
music differentiates opera from a dramatic play or strictly 
theatrical work. The use of music as a structural element was 
extremely broad and did not place any limits on instrumentation, 
orchestration or the use of technology.  
 
• A diatonic musical language.  
As a creative practitioner, I am not averse to the more 
extreme musical languages found in many contemporary operas, 
however unrecognisable musical structures and tonal complexity 
can create accessibility issues for mainstream audiences.  This has 
been seen in some contemporary Australian works, for example, 
Sydney Chamber Opera’s production of Mayakovsky by Australian 
composer Michael Smetanin, has been described by critics as 
“eclectic, fractured and disjointed” (Lancaster, 2014), and “for all 
its tonal variety and imagination, makes very few concessions to 
the accessibility from the aural perspective of the man on the 
street” (Paget, 2014). In an effort to limit the musical complexity 
for contemporary audiences, I specified the use of diatonicism to 
provide a recognisable tonal centre. While this did limit my choice 
of composer, it did not limit the use of popular or cultural 
influences and did not affect the composer’s general musical 
aesthetic.  
 
• A narrative 
To differentiate the final work from an orchestral or 
purely musical piece, the final production would include a 
narrative that would be dramatised by the performers. A 
narrative or message of some sort, like the use of music, is a 
common characteristic of both traditional and contemporary 
opera. In contemporary work there is considerably more variety 
in the structure of narrative, the clarity and the semiotic tools 
used to convey meaning. However, even radical narratives do not 
necessarily affect accessibility. Despite the complete lack of 
narrative structure in Satyagraha by Glass, the work is still 
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considered accessible because it is not designed to be 
understood in a literal or linear way. The recognisable music 
structures assist the audience in seeing the totality of the work as 
something akin to a spiritual journey (Cannon, pp. 367-372).   
When considering the parameters for narrative, no initial 
limitations were placed on the dramaturgical structure or the 
relationship between the narrative and the text. This would allow 
for experimentation with non-linear narratives and alternative 
semiotic tools to convey meaning. 
 
• The use of the classical vocal technique 
I chose to use the classical vocal technique as the key 
element in defining a work as ‘opera’. The classical vocal 
technique is a diaphragmatically supported singing style that 
uses an ‘open throat’ technique (Mitchell & Kenny, 2004, pp. 171-
172) for vibrato, resonance balance, ring, pitch accuracy, breath 
management, evenness throughout the range and strain 
management (Oates, et al., 2006, p. 74). In terms of technique, 
the singing style is similar to that used in music theatre but there 
are quantifiable physiological differences in the production of the 
opera voice in trained singers that produces a very characteristic 
timbre (Björkner, 2008, p. 533). The use of the classical vocal 
technique as recognisably ‘operatic’ would act as a distinctive 
aesthetic identifier for audiences and differentiate the final work 
from musical theatre or contemporary popular music.  
To ensure that the work maintained strict use of the 
classical vocal technique, all text sung by vocalists would be 
composed using the Kloiber Fach-System. The Fach system 
describes the voice in terms of vocal category based on range 
(i.e. soprano, tenor, baritone) and characteristics based on how 
light/dark the voice is and how easily it moves (i.e. dramatic, lyric, 
coloratura) (Yeadon McGinnis & McGinnis Willis, 2010). All vocal 
performers engaged for the work would also have sufficient 
training in classical technique and have an excellent 
understanding of their individual fach.  
 
Together these structural elements formed the 
framework for the final creative work. In the next three sections 
of this chapter, I will explore in greater detail some of the specific 
aesthetic decisions I made in relation to these elements. 
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4.4 Incorporating popular culture tropes 
When conceptualising the creative work, I presumed that 
audiences would feel uncomfortable during a performance if the 
aesthetics of the form felt completely unfamiliar. Bourdieu refers 
to this as the “artistic competence that the beholder brings to 
the deciphering of the work” (Bourdieu, 1993, p. 216). The 
objective codes that an individual requires to comprehend a 
cultural object are intrinsically linked to the interpretation of the 
work itself. These codes are dictated by the field in which the art 
resides. Without a solid understanding of these codes, 
misunderstanding or the application of incorrect codes will occur 
(ibid p. 216-217). This presents a problem as the perception of art 
is based on familiarity and comprehension (Bourdieu, 1993, p. 
217). In order to create a greater sense of familiarity for the 
general public, I turned to the popular entertainment forms that I 
am familiar with and audiences are widely exposed to: film and 
video games. Work that contains material that an audience is 
able to interpret with confidence and accuracy could be 
combined with more complex operatic elements.  My aim was to 
create an innovative work that would still feel familiar to 
audiences, as popular entertainment forms are part of everyday 
experience.  
4.4.1 Choosing a narrative style 
When conceptualising narrative style, I explored narrative 
themes in video games and film. A 2014 report into video and 
computer games found that 65% of Australians, regardless of age, 
play video games (Brand, Lorentz, & Matthew, 2012, p. 12). The 
same report listed ‘to experience fantasy’ as a high motivating 
factor in the desire to play video games, particularly within the 
26-35 year old demographic (ibid, p.15). To ‘experience fantasy’
suggests that audiences are interested in narrative genres with
fantastical themes. A survey of the Australian yearly box office
figures between 2001 and 2014 found that nine out of the
fourteen top grossing films were from the fantasy genre (IMDb,
2015). This shows that fantasy films are popular with Australian
audiences and suggests that audiences would be familiar with
the conventions around this genre through exposure. The
popularity of fantasy films combined with the motivation to
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‘experience fantasy’ in video games was highly influential in my 
aesthetic decision-making through the creative process. 
It must be noted at this stage, that the use of the word 
‘fantasy’ in relation to cinema and games is still contentious and 
difficult to objectify. As Halfyard has discussed, the fantasy film 
genre is poorly researched and the approaches associated with it 
have changed over time and are continuously evolving (Halfyard, 
2014). For the purpose of this research, the fantasy genre was 
considered to be a narrative that contained impossible or 
improbable characters set in a world that exists outside our 
physical reality. The laws of nature that exist in the worlds of 
fantasy revolve around the supernatural/spiritual, mythical, or 
magical, making the world itself unrealistic in contrast to science 
fiction that deals predominantly with time and technology.  
 
4.4.2 Using popular tropes to influence music  
When considering aesthetic choices around compositional 
style and music, I acknowledged that the classical voice, while 
recognisable, is not common in the music of everyday 
experience. As I considered the classical vocal technique an 
essential element of the work, I looked at diatonic compositional 
styles that would be familiar to contemporary audiences, able to 
accommodate the use of classical vocal technique and also suit a 
fantasy narrative. To do this, I examined the musical tropes of 
fantasy film and game scores.  
Music is an essential element of both film and games. It 
provides a way for audiences to make meaning from imagery 
through the use of highly codified musical structures (Gorbman, 
1987, p. 58). The ability to recognise the musical structures in film 
music has become so standardised that music is now indexed by 
mood, geography, time, genre, structural function and action 
(Kassabian, 2001, p. 17). This type of standardisation has long 
been criticised by scholars who have viewed it as the 
homogenisation of culture through mass production. 
Horkenheimer and Adorno, for example, wrote “culture now 
impresses the same stamp on everything. Films, radio and 
magazines make up a system which is uniform as a whole and in 
every part” (Horkheimer & Adorno, 1944, p. 120). Adorno and 
Eisler (1947) have described standardisation in film composition 
through the use of leitmotif (p. 4-6), unobtrusiveness (p. 9-11) 
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illustration (p. 12-14), stock music (15-16), cliché (p. 16-18) and 
standardized interpretation (p 18-19). While they dismiss these 
practices as “bad habits” (Adorno, Eisler, & McCann, 1947, p. 4), 
they do provide a clear example of the filmic tropes an audience 
can understand. These tropes have persisted and are common in 
modern film composition. 
In fantasy film and games, music helps audiences suspend 
reality and enter the story-world. The use of lush orchestral 
scores can invoke an “epic feeling” that transcends characters 
making them “bigger than life” (Gorbman, 1987, p. 81). John 
Williams has been credited with reinventing classical film scoring 
for epic fantasy films (Halfyard, 2014, p. 9), but the ‘epic’ musical 
conventions now used to portray a mythic/fantasy narrative in 
both film and games did not originate in cinematic scoring and 
are associated closely with the late nineteenth century romantic 
style of composers such as Wagner and Strauss (Gorbman, 1987, 
p. 4; Munday, 2007, p. 62).  
The romantic composers considered music a universal 
language that could unite audiences as something that everyone 
could understand in the same way (Flinn, 2001, p. 24). It is widely 
accepted by researchers investigating film scores, that 
Romanticism— particularly the Wagnerian stylistic conventions 
of Gesamtkunstwerk (total artwork) unendliche Melodie 
(unending melody) and leitmotiv (short theme associated with a 
person, idea or emotion)— has played a significant role in the 
portrayal of the imaginary and the fantastical in Hollywood 
scores (Bernanke, 2008, p. 176; Buhler, 2000, pp. 41-44; Flinn, 
2001, pp. 17-18; Gorbman, 1987, p. 3).  
The ability to understand musical structures is even more 
pronounced in fantasy game scores because the temporal nature 
of games means that the music is rarely synchronized to the 
visual (Collins, 2008, p. 128). Music often provides all the 
signposts to signal in-game events such as a change in 
environment or situation, danger, or an avatar’s perceived 
psychological state (Collins, 2008, p. 130; Munday, 2007, p. 62). 
More essentially, music provides players with an increased sense 
of immersion in the game world itself. An example of this is the 
award-winning PlayStation game Journey (thatgamecompany, 
2012). The goal of the simple puzzle game is to find your way 
through an exotic world but the player appeal is pitched at the 
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exploration of the beautifully crafted environments, “you will 
rarely play a game that makes you feel so much like you’re 
actually there as Journey does” (MacDonald, 2012). Despite being 
set in an exotic environment, the instrumentation is not exotic, 
relying instead on melodic and harmonic structures to capture 
the feel of the world. Like a narrator, the non-diegetic music 
helps the player interpret the action through the careful use of 
familiar motifs. Journey was the first video game soundtrack to 
be nominated for a Grammy award and “debuted on the 
Billboard charts higher than any original score in gaming history” 
(Wintory, 2015).  
The popularity of fantasy film and game scores in their 
own right is becoming more apparent with ensembles choosing 
to perform this type of repertoire in non-traditional venues. For 
example, the Queensland Symphony Orchestra performed Video 
Games Unplugged- Symphony of Legends in November 2013 at the 
Brisbane Convention Centre. Labelled as a ‘megashow’, the 
performance was intended to attract new contemporary 
audiences (Queensland Symphony Orchestra, 2015) and included 
a program of musical works from video games primarily within 
the fantasy genre. As an attendee, I observed that the show did 
have excellent attendance and consisted of a younger audience. 
Aside from the use of visuals to accompany the orchestra, 
perhaps the most striking aspect of the performance was the 
audience’s informality and enthusiasm evidenced by the applause 
and cheers before each piece.  
The ability to understand the conventions used in fantasy 
film and game music was a major driving force in my decision to 
engage a film score composer to collaborate with on this project. 
The composer I chose had no previous ties to the field of opera, 
no training in writing for the classical vocal technique but had 
been formally trained in film composition and was experienced in 
his field. I specifically chose a composer that I felt was able to 
emulate the musical tropes of fantasy film and would be able to 
compose music with an ‘epic feel’. As I will discuss in chapter five, 
fantasy film and games also provided considerable influence 
throughout the creative process in relation to language choice, 
the integration of the classical voice into the score, and creating 
an immersive musical environment for audiences. 
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4.5 The live performance space 
My company, Outcast Performing Arts (OPA) is a small 
start-up with limited budget for promotion, and does not have 
the ability to heavily market new work. It was therefore 
important to consider potential audiences, venues and 
performance spaces when conceptualising the work.  
4.5.1 Aesthetics for the festival audience 
Festivals are a common part of the Australian cultural 
landscape, and are increasingly being used as a platform to 
encourage participation in the arts (Seares & Gardiner-Garden, 
2010, p. 55). Research into festivals has found that cultural 
exploration is a strong motivational factor for attendance 
(Crompton & McKay, 1997, p. 436), and that festival attendees 
are more likely to see art and companies they would not 
otherwise have been exposed to (Bernstein, 2007, p. 247). 
Australian festivals also allow creative practitioners to present 
innovate work in an “environment that is more responsive to risk 
taking” (Nugent, et al., 1999, p. 23).   
In terms of arts festivals around the Brisbane area, there 
are nine annual events that would be suitable for the 
presentation of an innovative contemporary opera: The Brisbane 
Festival, Woodford Folk Festival, WTF 2014, Fete de la Musique, 
Anywhere Festival, Brisbane Fringe Festival, 2 High Festival and 
Brisbane Experimental Arts Festival. I approached the Brisbane 
Fringe Festival because I was primarily looking for assistance in 
marketing, and did not need to be supplied with a venue. As a 
non-curated, artist-run festival, I knew the Brisbane Fringe would 
accept the production, and would also have a wide variety of 
experimental works.  
Fringe festivals typically follow the model introduced by 
the Edinburgh Fringe Festival. In contrast to curated festivals, 
fringe festivals are opt-in, artist-run initiatives that accommodate 
creative practitioners at any stage of their career. Fringe festivals 
can include high and low arts performances, independent or 
managed artists and are supported through marketing and box 
office activities (Frew & Ali-Knight, 2010, p. 242). The word 
‘fringe’ means an ornamental border for material or clothing; it is 
the unusual edge of something larger. In the case of the Brisbane 
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Fringe Festival, this larger entity is the Brisbane Festival, which 
runs a month after the Fringe. The Brisbane Festival advertises 
itself as a presenter of “world class arts” (Brisbane Festival, 
2014). It has been argued that large arts festivals risk becoming 
too elitist or conservative when their focus is on producing the 
highest quality art (Harvie, 2003, pp. 12-13). If the goal therefore, 
is to distance a performance from the concept of ‘high art’, a 
mainstream festival may not ideal. 
The fact that the Brisbane Festival is a curated event also 
means that there is a quality gatekeeper. Creative practitioners 
are invited to present, and many of the performances advertised 
are international and established acts. Audiences attending a 
Brisbane Festival performance would expect good production 
values and high quality shows that have been pre-selected by a 
respected artistic director.  Fringe festivals on the other hand are 
non-curated, artist run programs and often involve creative 
practitioners who actively choose the fringe or alternative 
festivals over the mainstream (Caust & Glow, 2011, p. 10). While 
there is evidence that fringe and their partner festivals are 
becoming more similar in programming (Frew & Ali-Knight, 2010) 
fringe festivals need to create a degree of separation from the 
mainstream festival to stay on the ‘fringe’.  
Because fringe festivals operate on an opt-in model, they 
do not have the same restrictions or requirements typical of 
curated festivals. This level of freedom provides an excellent 
platform to try out experimental work and can act as a launching 
pad for young and emerging artists (Caust & Glow, 2011, pp. 7-9). 
The mission statement of the Brisbane Fringe exemplifies this by 
offering “diverse and cutting edge” art from creative 
practitioners in various stages of their careers (Brisbane Fringe 
Festival, 2014). The focus on inclusivity and “street-level culture” 
(Frew & Ali-Knight, 2010, p. 233) regardless of quality, makes the 
Brisbane Fringe an ideal platform to present work as non-
traditional or experimental.  
 Creating work for a fringe festival presented a different 
set of logistical challenges compared to the buy-in model of a 
standard festival or venue. While the Brisbane Fringe offered 
mentoring, show facilitation and production support alongside 
marketing assistance, ticketing, press and publicity opportunities, 
there was nothing in the way of technical support or funding. As 
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will be discussed in chapter five, this imposed several limitations 
on the work and how it developed particularly in relation to set 
design, performance space and the potential disciplines that 
could be involved in the project. 
 
4.5.2 The performance space 
While a lack of funding and technical support did place 
some limitations on the creative process, it also forced me to 
look at alternatives to traditional venues and performance 
spaces. This provided an excellent opportunity to experiment 
with situating opera outside the proscenium arch format. The 
proscenium theatre can be described as two separate rooms 
where the audience “looks through an opening into another 
space” (Condee, 1995, p. 58). This is the traditional theatre style 
of most opera houses and seeks to create a feeling of ‘being in 
the world’ through distance and an unobstructed view (Moore, 
1929, p. 4). I wanted to avoid any association with ‘opera houses’ 
and instead, create an informal environment for audiences that 
would align with the non-traditional performance spaces typical 
of fringe festivals (Quinn, 2005, p. 930). 
The venue I chose for the final production of The Void and 
the Light was a warehouse venue. My goal was to shift the 
performance space away from the proscenium arch format to an 
‘open stage’ where performer and spectator are in the same 
room. In a 2007 study, Arthurs and Radbourne found that 60% of 
participants noted interaction between performers and audience 
as an important factor for enjoyment (Radbourne & Arthurs, 
2007, pp. 8-9). Current research also suggests that audiences are 
looking for a more immersive (Carù & Cova, 2007, pp. 34-37) or 
active experience (Kolb, 2005, p. 65). Using an open stage 
performance space, allowed for experimentation with audience 
position, levels of interaction and providing a more immersive 
experience.  
 
4.5.3 The audience-performer relationship 
Immersion in live performance can be described as 
participatory theatre that focuses on experience (Alston, 2013, p. 
131). This experience depends on sensory stimulation and 
multiple viewing positions that imply the audience is being 
implicated in a situation (ibid, p 131). In this way participation is 
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extorted from audience members. However, this extorted 
participation has risk in relation to the flow of the work and the 
psychological effects on the audience as the result of offering a 
challenge-based element (ibid, pp. 134-137). I did not want to 
force the audience into extorted participation so I investigated 
other levels of immersion and used Machon’s classifications of 
immersive theatre (Machon, 2013, pp. 62-63) as a guide.  
Stemming from game studies, Machon has proposed 
three classifications of immersion as they relate to immersive 
theatre experiences: Immersion as absorption where spectators 
engage completely through concentration and imagination in a 
work that engrosses them; Immersion as transportation where 
the audience member is “imaginatively and sceneographically” 
transported to an other-worldly place that is “both a conceptual, 
imaginative and an inhabited physical space” (Machon, 2013, pp. 
62-63). Total immersion where an audience member not only 
inhabits a space but also feels as if they are an active participant 
with the ability to affect the narrative (ibid p. 63). My 
history and experience as a ‘gamer’ resulted in a strong 
desire to not only create a sensory and imaginative 
immersive experience that would transport audiences. I also 
wanted to include a challenge-based element that would create 
an active space for audiences and result in total immersion. 
The following chapter investigates in greater detail how 
the performance space and the concept of immersion influenced 
my creative process. I will investigate the impact on narrative, set 
design, performer movement and staging. I also look at my 
experiments with the audience-performer relationship, and how 
this affected the final production.  
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The following chapter will outline the creative process and 
strategic decisions made throughout the development of the 
final creative output: The Void and the Light. The chapter will 
consider each phase of the creative process over the three 
iterations. Within each iteration I will examine the collaborative 
model used and the aesthetic judgement employed to disrupt 
the format of opera in relation to narrative and language, music 
and performance space.  
The Void and the Light was premiered and recorded over 
three performances at the Brisbane Fringe Festival in 2014. Figure 
3.2 from chapter three shows the development of the creative 
work and the collaborative models used during each stage. As 
can be seen in this diagram, there are three separate iterations of 
the creative work: Metromorphosis I, Metromorphosis II and The 
Void and the Light. All three iterations were developed over a 
period of approximately two years. As will be discussed, the work 
underwent significant changes in concept and narrative as a 
result of reflection and experimentation. There were also 
considerable changes in cast and creative practitioner 
participation due to production schedules and changes in 
creative direction.  
Chapter 5 PROCESS 
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ITERATION 1 
METROMORPHOSIS I 
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The final creative work was advertised as voice, 
contemporary dance, live music and theatre. As a creative 
practitioner with a strong background in cabaret and burlesque, 
the fusing of circus, theatre and voice in performance settings 
has always been a strong element of my practice. It had become 
obvious, particularly when working with circus performers that a 
highly visual performance was beneficial when creating work 
that used the classical voice. To create this visual element, I chose 
the disciplines of circus and dance.  
Circus, specifically aerial and pole are genres I have 
significant experience with. My decision to use aerial performers 
was a way to potentially draw in a circus audience and more 
importantly, make the work more ‘spectacular’. Circus has a long 
history in Australia and aerial performance, with its focus on 
physical athleticism remains “opportunistically responsive to 
social fashions, political events and shifts in cultural moods” 
(Tait, 2005, p. 6). There is evidence that audience demand for 
circus is increasing (Zanola, 2008) and there has been a dramatic 
rise in community circus in Australia suggesting that more people 
are engaging with circus including young audiences (Arrighi, 
2014). Unlike opera, circus is a genre where clapping and 
vocalised appreciation for the artists is encouraged throughout 
the performance. My goal in incorporating physical performance 
styles, specifically circus was to create a more spectacular style of 
performance and encourage more audience interaction. 
I also wanted to use dance, but unlike circus, where my 
aim was to create a more ‘spectacular’ performance, I saw dance 
as a potential narrative tool that could offer a semiotic 
alternative to language. There is a long history of dance in opera. 
While a lack of notation has made dance historically difficult to 
study in comparison to music or text (Alm, 2003, p. 216),  balli was 
a standard feature of Venetian operas during the seventeenth 
5.1 PHASE 1 Planning Metromorphosis I 
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century (ibid, p. 216), and a strong focus on dance was one of the 
characteristics of French opera (Cannon, 2012, p. 16). However, 
unlike the movement of physical theatre, dance is not a skillset I 
am familiar with as the form appears to exist outside my personal 
domain as an opera performer and director. As Albright suggests, 
“in opera the dancing is often quite unobtrusively integrated into 
the drama” (2006, p. 22). In this way dance exists within the work 
but in parallel, almost like scenery. Creating a highly visual work 
was a focus for this project but using any other discipline in 
parallel was not the intention. Instead, the goal was to create an 
integrated performance where all creative practitioners held 
equal positions and were able to lend their individual insights into 
the creative process. Dance therefore, not only provided an 
alternative way to tell the story, but collaborating with dance 
specialists offered the opportunity to extend my own practice, 
and draw on multiple perspectives throughout the creative 
process.  
 
5.1.1  Planning the narrative 
 Metromorphosis I was initially conceptualised as a site 
specific piece for Brisbane’s Creative City Initiative (Brisbane City 
Council, 2013). The initiative was to create work for Brisbane’s 
urban laneways. Thinking about the life that might exist in the 
hidden nooks and crannies around Brisbane led to the insect 
theme of Metromorphosis, which was a combination of Metro 
(city) and Metamorphosis (transformation). In an early brief 
written for creative practitioners, the theme was outlined as 
transformation (see table 3.1). “Transformation of the chrysalis 
into the moth, transformation of traditional art into experimental 
art, and transformation of Brisbane’s hidden and unused 
laneways into something beautiful, dynamic and full of life.”  
Because the work was designed as a public installation 
piece, I assumed the audience would not be static. This 
suggested a more cabaret-style work without a running 
narrative. I created a rough storyline that would follow the 
different activity of insects over the course of a day from dawn to 
dawn. This allowed for some continuity between the pieces and 
in theory, meant that pieces could be slotted in or removed easily 
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from the installation. The fantastical nature of the storyline drew 
on the popularity of the fantasy genre in film and video games, 
and provided a useful way to utilise the foreign nature of the 
classical voice. The performers could use the extended range and 
tonal quality of the trained voice in combination with artificially 
constructed languages, to convey the fantastical nature of the 
insect characters. The vocalists would be paired with visual 
performers to help contextualize the story through movement.  
To do this I proposed the concept of ‘dual roles’ where 
the physical performers would portray the singers’ ‘bodies’ (see 
image 5.2).  In this way, physical performers and vocalists would 
share the same role and be equally integral to the performance. 
The narrative for Metromorphosis I was not developed as a result 
of collaboration with any other creative practitioner. All ideas 
involving story and character were created first and then given to 
other individuals in the creative team to develop. 
 
5.1.2  Planning the music 
An aim for the creative process was to make music a 
familiar and enticing hook for audiences, and to capitalise on the 
general public’s ability to decode the musical conventions 
present in film and games. In an attempt to increase the 
familiarity of the music I chose a film score composer to create 
both the music and the vocal lines for the production. As has 
been discussed, producers operating within the field of restricted 
production create work designed to be evaluated by other 
producers, peers and cultural gatekeepers (Bourdieu, 1985, p. 17). 
This has led to work that is difficult for audiences to decode. Even 
producers within the field who are attempting to operate in the 
field of large-scale production are bound by the innate rules of the 
field due to education and experience. It was therefore 
important to choose a composer without strong ties to the 
‘opera field’. An individual without formal training in the opera 
canon or extended knowledge of the form would be less likely to 
unconsciously use the musical structures that audiences would 
struggle to decode. This gave more freedom to create music that 
was positioned closer to the music of everyday experience.   
The composer chosen was formally trained in film 
composition and had been operating in the field for over five 
years. He lists his main influences as film score composers in the  
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Image 5.1: Original Metromorphosis concept design for Burnett Lane by Jordin Steele 
69 
Image 5.2: Dancer and vocalist as moths in Metromorphosis I 
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‘event film’ genre such as James Newton-Howard, Danny Elfman, 
John Williams and Hans Zimmer. He was able to acknowledge 
limited influences from classical composers but not opera 
composers. He had worked with Outcast on a previous project, 
so had a basic understanding of the formal structures of opera in 
regards to form and the Fach system, but was largely unfamiliar 
with operatic terminology and had only been to a few operas 
himself. When asked in an interview about his suitability for the 
role his response was:  
I’m someone who wants to write music for a general 
populace to get and like, I am more of a right person 
than an opera buff who wants to do it in a traditional 
way (Composer, Interview, 25th April 2015). 
 The music was composed using live instruments and a 
digital audio workstation. The workstation allowed the composer 
to record, edit, arrange and mix musical tracks that were 
recorded in either MIDI or audio format. The software had a wide 
range of digital instrumentation and gave the composer a lot of 
flexibility in orchestration to create soundscapes. These 
soundscapes were recorded and used in conjunction with vocal 
and instrumental scores. The decision to create soundscapes 
over an orchestral score was based primarily on budget, but 
soundscapes also offered additional benefits:  
• The scope for instrumentation is limited only by the 
composer’s sound libraries.  
• Easily transportable between venues 
• Variety of options for surround sound 
 
5.1.3  Planning the language 
Due to the elongated nature of vocal lines, the classical 
voice can be difficult to understand even when performed in the 
native language of an audience. I was reluctant to use English as I 
felt this would detract from the fantastical nature of the 
creatures but I did not find the use of sub- or surtitles for a 
performance either practical or preferential. I felt they would be 
intrusive and detract from the aesthetic of the piece. While it has 
been argued that the majority of opera attenders do prefer 
sub/surtitles even in native-tongue productions (Desblache, 2007, 
p. 167; Mateo, 2007, p. 138), and that the use of surtitles and 
other means of relating text has increased the accessibility of 
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opera (Orero & Matamala, 2007, pp. 268-274), there is still 
considerable debate surrounding the ability of surtitles being 
able to express the text in a way that captures the true 
multimodality of the opera form (Virkkunen, 2004, p. 91). The 
more titles there are, the more time audiences will spend reading 
them as opposed to interpreting the other semiotic modes of 
performance (Virkkunen, 2004, p. 93).  As an alternative, if the 
need to understand the text was completely removed, the 
audience instead could concentrate entirely on the other 
semiotic modes in the performance for interpretation. This 
formed the premise for the use of a created language for the first 
iteration Metromorphosis I. 
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5.2.1  The assistant model of collaboration 
As discussed in the literature review, Mamykina, Candy 
and Edmonds proposed the assistant or conveyer model of 
collaboration where different disciplines work together but take 
responsibility for different stages of the production (Mamykina, 
Candy, & Edmonds, 2002, p. 97). This model for collaboration was 
applied to the creative process for the first iteration 
Metromorphosis I as represented by figure 5.1. As the director I 
formulated ideas and tasks, these were then passed on to the 
creative team who deciphered them and created outputs in 
response. Once someone in the creative team had a finished 
element— a score, a piece of choreography, a costume, etc.—it 
was evaluated then either reworked or given to the performers. 
The creative input for the performers was limited to their ability 
to perform the piece given to them. If the work was found to be 
too challenging for example, it was revised or rewritten to 
accommodate them.  
Figure 5.1: The assistant collaboration model for Metromorphosis I 
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The creative practitioners involved with the 
Metromorphosis I iteration included a creative team that 
consisted of the composer, choreographer, costume designer 
and the performers: four classical opera students, seven 
contemporary dance artists, and a sixteen-piece choir. With the 
exception of the composer, all creative practitioners were 
students or emerging artists within their first five years of 
practice. The decision to use emerging artists was deliberate 
because: 
• It would help the local creative ecosystem by giving young 
performers an opportunity to develop their skills in a 
company environment. This is an essential step for young 
singers and a problem in Australia where, in the past, 
major opera companies have been accused of both 
“utilising young and less experienced artists, who are not 
always ready artistically to assume such roles” and 
“eliminating or scaling back young artist programs” 
(Nugent, et al., 1999, p. 12). It also helps create local 
networks that allow performers to learn new skills and 
develop contacts.  
• It would encourage risk taking. When conceptualising new 
work, I wanted to be able to use creative practitioners 
that were not fully constrained by the conventions of 
traditional forms that occurs when creative practitioners 
are indoctrinated over a long period of time (Becker, 1974, 
p. 772). I was also looking for young artists who had 
strong peer groups outside their discipline because there 
are opportunities during development for input from 
peers who act as informal focus groups and provide 
valuable ongoing feedback.  
• Using emerging artists is cost effective. One of the most 
problematic aspects of running a small performing arts 
company is the lack of initial capital and the difficulty 
securing funding. Emerging artists are often willing and 
enthusiastic to volunteer their time in return for training 
and experience. 
The assistant model of collaboration used for this iteration 
created a cyclic process as seen in figure 5.2. This allowed 
creative practitioners to work together but kept a degree of 
separation.  
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5.2.2  Creating the music of insects 
As stated above, Metromorphosis I used a conveyer 
system of development. In relation to the composition, I 
proposed the concept, the voice type, and the narrative for each 
piece based on my own aesthetic judgement. The composer then 
produced a draft, which I evaluated. The piece was then 
reworked using those suggestions. The original brief given to the  
composer for Metromorphis I stated: “The music, like the 
movement, takes inspiration from insects and will experiment 
with the human voice using a language constructed specifically 
for this work. It will use a recorded accompaniment and amplified 
vocalists” (Composer, Interview, 25th April 2015). I suggested an 
‘epic sounding’ score to suit a fantasy genre as the characters 
themselves were going to be fantastical (see image 5.3).  
- Idea 
- Concept 
- Suggestion 
 
 
- Draft Score 
Interpretation 
(composer) 
- Finished Score  
- Concept 
Evaluation 
(director) 
Interpretation 
(choreographer) 
 
 
- Draft 
Choreography 
- Finished    
Choreography  
Production 
(Director) 
Evaluation 
(director) 
Figure 5.2: Process of creating scores for Metromorphosis I 
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As has been discussed, the conceptual world of 
Metromorphosis I was a fantastical world populated by insects. I 
gave the composer the outline of the day cycle and the initial 
costume designs (see image 5.3). I then asked him to create 
music set in mid-morning that would portray a conflict between a 
moth and foraging ants. I requested the piece use a six-part SATB 
(soprano, alto, tenor, bass) choir to add grandeur of the score. 
Choirs are common in soundtracks for fantasy film and games. 
For example, the award winning game soundtrack Age of Conan - 
Hyborian Adventures (2008) by Knut Avenstroup uses choirs in 
nine out of twenty-five pieces while the soundtrack of The Lord of 
the Rings trilogy (2001-2003) by Howard Shore uses choir parts in 
a massive thirty-three out of fifty-three pieces. When working 
with the composer previously, there had been issues surrounding 
Image 5.3: Original costume concept designs for Metromorphosis I by Jordin Steele  
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the simplicity in the chorus parts therefore I specified that the 
choir parts needed to be complex enough to challenge the 
vocalists. 
I chose a lyric coloratura soprano for the lead role which 
has been described using the Kloiber fach system as a “very agile, 
soft voice with a great high range” (Cotton, 2012, p. 157). I 
considered this a good match for a delicate winged insect. It is 
also the voice type of Inva Mula, who played Diva Plavalaguna in 
the film The Fifth Element (Besson, 1997). Mula’s performance of 
the famous Lucia Di Lammermoor aria “Il dolce suono” (Donizetti 
1835) moves between a traditional rendition of the operatic aria 
and an adaptation where the voice is artificially manipulated and 
blended with an electronic accompaniment that fits well with the 
action on the screen, and the rest of Eric Serra’s electronic 
soundtrack. This particular aria is well known for its complexity 
and showcases the coloratura technique. The manipulation of the 
voice in the second section only amplifies the coloratura for the 
audience. When supported by an electronic dance beat and the 
Diva’s animated performance, the classical technique is situated 
closer to a contemporary performance where electronic 
amplification is common. I suggested the electronic-operatic 
construction of the “Diva Dance” in The Fifth Element (1997) to 
the composer as a reference when constructing the score. After 
meeting with the lead soprano to develop an understanding of 
the timbre and range of her voice, the composer constructed the 
first piece: “Death of the Wing”. This piece was sent to me for 
evaluation. 
The instrumentation for this piece used a mix of electronic 
and orchestral sounds with ambient pads evoking the sounds of 
the insects. The choir parts were extremely rhythmically 
challenging and required considerable rehearsal periods (see 
figure 5.3). The rhythmic complexity can be seen in the following 
score example. Note the fast rhythmic alternation between the 
three female parts (SOP1, SOP2, ALTO) and again in the three 
male parts (TEN, BARI, BASS). The use of a choir over an operatic 
chorus meant that the voice parts were cleaner because of the 
reduced use of vibrato in vocal technique. However, the use of 
singers with less training is the likely reason that the rehearsal 
periods had to be extended. 
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Fast offset rhythm 
Measure of beats 
Figure 5.3: Example of the choir parts in “Death on the Wing” from Metromorphosis I 
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No vocal line for soprano 
New vocal line for soprano noting the rhythmic complexity  
 The soprano line required several rewrites to ensure it 
was suitable for the coloratura voice type (see figure 5.4). This 
can be seen in the following score example. In the first example, 
the soprano line (sop) in the original version is blank. In the final 
version the new vocal line is highly ornamented and moves 
rapidly over a large range. In the second example, the composer 
has changed minims and semibreves into faster moving quavers. 
The changes in both examples make use of the dynamic nature of 
the coloratura voice. Changes were also made to the choral parts 
to reduce some of the rhythmic difficulty so it would be easier for 
the choir to perform. These changes resulted in the final version 
(see audio 5.1). 
  
Figure 5.4: Examples of changes to the soprano vocal line in “Death on the Wing” 
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 The second piece scored was a trio of moths emerging 
from their cocoons at dawn. It was composed for a lyric soprano, 
mezzo-soprano/contralto and tenor, with a solo cello. I requested 
an acoustic piece to contrast with the electro-operatic “Death on 
the Wing”. The initial composition was rhythmically quite simple 
and reminiscent of renaissance polyphony. In order to provide 
more of a challenge for the vocalists and emulate the style of an 
operatic trio or baroque oratorio, I requested that it be reworked 
a number of times. It was eventually expanded out to include the 
full choir (see audio 5.2). These were the only two pieces scored 
and recorded for Metromorphosis I.
Vocal line consists of long notes moving in small intervals 
Vocal line more rhythmically challenging with larger intervals 
Figure 5.5: Examples of changes to the soprano vocal line in “Death on the Wing” 
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Audio 5.1: “Death on the Wing” with temporary vocals from Metromorphosis I 
Audio 5.2: “New Life” with temporary vocals from Metromorphosis 
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5.2.3  Creating the language of insects 
When creating the libretto for Metromorphosis I, I 
considered it important to use the voice in way that would 
remove the focus completely from the text as a narrative device.  
Instead, the range and tone of the voice would be used as an 
emotive tool to portray the foreign or fantastical nature of the 
insect characters. The libretto had to be intentionally 
unrecognisable for the audience so they would not be trying to 
interpret what the singers were saying.  
 To construct the libretto, I drew on my experience of 
fantasy games and films that use language to evoke the mythical, 
exotic or ‘other’.  The 2012 award winning fantasy role playing 
game Skyrim, for example, is well known for its powerful main 
theme music that uses the ‘Language of the Dragons’. This 
language was created specifically for the Elder Scrolls fantasy 
world by the Bethesda staff (Miller, 2011). One of the most 
prominent examples for the use of idioglossia is in Howard 
Shore’s The Lord of the Rings (2001-2003) soundtracks, which 
                                                        
5 Idioglossia is a unique created language recognised by one or very few people. 
uses a large proportion of vocal music to create “an ethereal 
quality” (Jorgensen, 2010, p. 49). The vocal music used in Shore’s 
scores is primarily in the languages created by Tolkien including 
the Elvish languages of Quenya and Sindarin; Khuzdûl, the 
language of the Dwarves; Adûnaic, the oldest language of Men; 
and Black Speech, the language of Mordor (Adams, 2010). 
Despite the fact that these texts have been translated into 
English, Shore chose to use the original (or adapted) created 
languages of the Tolkien universe with no translation offered. In 
this way he creates a sense of otherness that suggests a reality 
beyond our own.  
 To create the languages for Metromorphosis I, I first 
considered what I wanted the character to sound like, then 
constructed a unique idioglossia5 which consisted of a phonetic 
alphabet and small-scale dictionary. For example, “Death on the 
Wing” had a coloratura soprano portraying a moth. The alphabet 
therefore consisted primarily of voiced fricative and nasal 
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phonetic sounds to give the language a soft, lengthened sound 
(see table 5.1).  
Table 5.1: Moth alphabet and phonetic rules by Jordin Steele 
 
The initial intention was to avoid meaning and construct 
phonetic sounds around the melody line. However, trying to 
create words and sounds without a meaning base was difficult, 
so I developed an English translation before constructing the 
artificial text. In an attempt to avoid anthropomorphising the 
insect characters, I tried to write in images. I used the English 
translation to approximate the syllable structure needed for the 
melody line and worked the created language around that (see 
table 5.2). It was important to ensure that the right phonetic 
sounds accompanied the melody line to enhance the emotional 
content of the music. Once the libretto was finished, it was given 
to the vocalist to evaluate.  
I used the same vocabulary for “New Life” and a small 
dictionary (see table 5.3) was made available for vocalists. I 
worked closely with performers when they were learning the 
score to assist with pronunciation and make sure that the sounds 
suited the music. The language for the ants in “Death on the 
Wing” did not require an English translation, as these parts were 
rhythmically and melodically repetitive and chant-like. To 
contrast with the more tonal, long moth sounds, the language 
was based on a combination of Japanese and Thai phonetic 
sounds with a heavy use of voiced and voiceless plosives. This 
created a harsh sharp sound that worked well with the fast 
rhythms written into the music (see figure 5.6).  Figure 5.6 shows 
an example of the score with the added text. The contrasting 
sounds are most notable between the solo line (Sop) and the 
male parts (TEN, BARI, BASS) that use short sharp sounds to 
compliment the fast rhythms. 
Moth Alphabet IPA Pronunciation 
o ɒ hot, pod, dog  
oo uː shoot, food, do 
a before a vowel aɪ ride, pie, hi 
a and aa  ɑː father, bra, calm 
a before y eɪ say, face, made 
ee iː see, feed, mean 
e at the end of words ɛ egg, bed  
e within a word or before a ’ ɛə square, hair, air 
u juː mule, cute, you 
j dʒ jam, jump 
Consonants as normal: 
f, h, l, m, n, r, s, t, v, w, y, z 
  
  
83 
Noun  Verb  Adjective  Adve  
Eyes 
Sun 
Light 
Light’s 
Colour 
Shades 
Day 
Morning 
Night 
Evening 
Waves 
Hue 
Sound 
Heart 
  
Ree 
Fay 
Sha 
Sh’an 
Shai 
Miah 
La 
Sua’la 
Shi 
Sua’shi 
Jernuan 
Shai’nor 
Liah 
Meeza 
 
Lift 
Awakened 
Find 
Leave 
Rest 
Hasten 
Carries 
Take 
Will 
Ride 
Riding 
Fly 
Wait 
 
Na 
Soo’ay 
Loo 
Waarn 
Han 
Veenu 
Say 
Son 
See 
Mwa 
Mwa’ria 
Fiar 
Non 
Non’ria 
 
New 
Formed 
Myriad 
Blue 
Green 
Black 
Behind 
Silken 
Incessant 
Beating 
Devoid 
Dark 
Light 
Away 
 
So 
Yaine 
Norsuar 
Swor 
Nior 
Mai’or 
Sojiiru 
Hern 
Rii’jin 
Tan-tan 
Mertan 
Shara 
Sha 
Entay 
 
To 
The 
These 
Those 
This 
A 
And 
Of 
In 
With 
It 
It’s 
From 
Is 
 
in 
lo 
loi 
lai 
los 
ah 
no 
e 
tor 
hon 
mar 
mer 
an 
fer 
 
 Table 5.3: Excerpt from the Metromorphosis I vocabulary chart for vocalists 
  
 
To lift these new formed eyes to the sun light 
To lift these awakened eyes 
To find a myriad of colour in shades of blue 
To leave behind green, the green of daylight 
Behind the black night 
To rest in wares of silken hue 
 
 
In na loi so yaine ree in lofay sha 
In na loi sooay ree 
In leeah norsuar e shai tor miah e swor 
In waarn sojiiru nior lo nior e la sha 
Sojiiru lo mai’or shi 
In han tor jernuan e hern shai nor 
 
 
Table 5.2: Excerpt from “Death on the Wing” text by Jordin Steele 
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  Fast rhythms with matching syllabic brevity  Slow rhythms with soft lengthened language 
Figure 5.6: Excerpt from “Death on the Wing” showing the moth and ant languages 
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5.2.4  Performance 
The development of Metromorphosis I 
occurred over a three-month period. The creative 
output included the scores, libretto, vocal 
recordings, and choreography for two pieces: 
“Death on the Wing” and “New Life”. These 
pieces were performed at the Block QUT for an 
Outcast fundraiser, MOSAIC Installations. They 
were also performed at the QUT IGNITE12! Student 
Research Conference. 
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ITERATION 2 
METROMORPHOSIS II 
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5.3.1  Revising the narrative 
Issues surrounding anthropomorphism of the insect 
characters, problems with duality in roles and the need to portray 
insects in a semi-literal way created problems around 
choreography, direction and performance. Consequently, the 
overarching structure of the work needed to be revised. 
Returning to Smith and Dean’s model (2009, p 19), I opted to 
continue testing a non-linear narrative and the modular format 
that had developed out of the first iteration to see if it worked 
without the ‘dual roles’.  
The concept of using insect-like characters was not 
dismissed but abstracted to give more scope while retaining the 
fantasy theme and the dual roles were abandoned. The physical 
performers would represent the insect-like creatures while the  
vocalists would depict elements (wind, water, earth). The 
elements would be able to affect the creatures in both a physical 
and musical sense. In this way I did not have to avoid 
anthropomorphism and could use it in a similar fashion to the 
way gods were portrayed in Greek mythology (Henrichs, 2010, 
pp. 32-35). There is a long history of the use of mythology, 
particularly Greek mythology, in Western operatic, orchestral and 
choral repertoire, which has carried into modern films 
(Jorgensen, 2010, p. 44) and games (Guyker, 2014, p. 332). 
Without a linear narrative, I explored semiotic alternatives to 
text. The PlayStation game Journey (thatgamecompany, 2012) 
provided inspiration for the world of Metromorphosis II. In 
Journey the player can move at will through sections of a vast, 
almost deserted world. The goal of the game is simply to ascend 
5.3 PHASE 3 Planning Metromorphosis II 
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and is structured around Joseph’s Campbell’s ‘Hero’s Journey’6 
(Sheffield, 2013). While it is full of mythic symbolism, the player is 
offered only vague diagrams in the way of explanation, creating 
an experience that is extremely open to interpretation (Guyker, 
2014, p. 318).  The score of Journey in combination with a radically 
reduced ability to communicate (through single musical notes 
only), situates players in a “more spiritual, ineffable modality that 
is markedly universal” (ibid p. 327). The creation of an abstract 
work that could be completely open to interpretation and offer 
audiences an emotional experience, instead of a set story, 
became my goal for Metromorphosis II. 
 
5.3.2  Planning the performance space 
I initially conceptualised Metromorphosis I as a site-specific 
piece for Brisbane’s Creative City Initiative (Brisbane City Council, 
2013). This choice of location was based on the assumption that 
traditional operatic venues were too formal. The purpose of 
                                                        
6 The Hero’s Journey was described by Joseph Campbell (2008) as a tale where a hero journeys 
forth, faces trials and obstacles and returns with a moral or lesson for all humankind. In his book 
creating a public work was to expose as many people as possible 
to opera and to test the logistics of an outdoor performance 
space. The original site chosen was Burnett Lane in the middle of 
the Brisbane CBD using a truss box that could be rigged quickly 
with a lycra set then easily dismantled (see image 5.1). The 
laneway location was an open performance space that audiences 
could view in passing, just as they would street art or a busker. 
Unfortunately, without significant financial assistance, the 
outdoor truss box was an unachievable set design so the work 
was modified for an indoor black-box or warehouse venue where 
the performers would move around the audience in a set of 
loosely connected scenes. Both “Death on the Wing” and “New 
Life” were performed in a warehouse space for a fundraising 
event where the audience were positioned close to the 
performers in a cabaret style seating arrangement. Despite being 
a work-in-progress performance, it yielded a lot of useful data for 
reflection in relation to audience-performer relationships, 
performance space and techniques for making use of a non-
The Hero with a Thousand Faces, Campbell discusses the universal nature of this story and how it 
appears in myths and stories across all cultures. 
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traditional venue that could be further developed or tested as 
suggested by the iterative cyclic web. 
When reflecting on the staging for the initial iteration of 
Metromorphosis, I realised it was poorly conceived considering 
the size of the ensemble and the requirements of the 
performers—particularly the dancers. However, the work-in-
progress performance seeded the idea of creating an immersive 
performance space for audiences. In order to create an informal, 
immersive experience there were three major goals for 
Metromorphosis II: 
1. Create a work for festivals: The work needed to be flexible 
for a variety of festival locations in order to place the work 
outside the traditional opera house space. 
2. Create a non-formal atmosphere: Create a comfortable and 
relaxed performance space that does not require knowledge 
of theatre or opera etiquette. 
3. Create an immersive world: Create a performance space that 
positions audiences inside the world itself as opposed to the 
separated performance space of the proscenium arch. 
 
 To offer one of my own journal quotes: 
I want to bring the audience into the world we live 
in, to get you to exist there for sixty minutes and 
feel that you are. Eventually we will be putting the 
audience in the centre and the performers will 
move on the outside in a big webbed space. I want 
the audience to feel like they are tourists or part of 
this little world that we are creating. Immersion, I 
want to immerse you (Steele, J., Reflective journal, 
15th September 2013). 
 
This quote aligns primarily with Machon’s concept of 
immersion as transportation (Machon, 2013, pp. 62-63).  My goal 
for the initial staging of Metromorphosis II was to maximise the 
feeling of ‘being there’ while minimising the risk of audience 
discomfort through forced participation. By de-emphasising the 
participatory aspect, the staging concepts for Metromorphosis II 
were closer in form to environmental theatre, a form considered 
an important precursor to immersive theatre (Machon, 2013, pp. 
32-33).  
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 In order to meet the three goals listed earlier for Metromorphosis II, I referenced the left 
side of the cyclic web and researched immersive and environment theatre to develop a guide 
for creating an immersive performance space. Richard Schechner lists the six axioms of 
environmental theatre as: 
• The theatrical event is a set of related transactions.
• All the space is used for performance; all the space is used for audience.
• The theatrical event can take place either in a totally transformed space or in "found
space."
• Focus is flexible and variable.
• All production elements speak in their own language.
• The text need be neither the starting point nor the goal of a production. There may be
no text at all (Schechner, 1994, pp. xix-xlv).
To create a three dimensional space, it was important to move away from a traditional theatre 
design into a performance environment that would encourage performers to use the whole 
space. My initial staging design included a complex ‘web’ set that had a three-dimensional rig 
for aerial performers and a stretched lycra set design that would extend around the edges of a 
black box theatre or warehouse space (see image 5.4 and figure 5.7). In a previous Outcast 
project, I had successfully experimented with a webbing set design and found it was easy to rig, 
enclosed the audience and still allowed performers to move around it (see image 5.5). The use 
of aerial performers in the initial design of the production was aimed at drawing in a circus 
audience and more importantly, making the work more spectacular. 
Image 5.4: Metromorphosis II set design 
drawing by Alexia Machado 
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Image 5.5: Constructed experimental web set for the Outcast Performing Arts Bedlam project designed by Alexia Machado 2010 
Figure 5.7: Metromorphosis II Stage Plan 
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5.4.1  The partnership model of collaboration 
Mamykina, Candy and Edmonds have suggested that the 
partnership model is superior to the assistant model in relation to 
creative collaboration (Mamykina, Candy, & Edmonds, 2002, p. 
97).  To test this idea, I used the partnership model for the 
development of Metromorphosis II as this would provide a 
comparison that could be used for reflection. 
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Figure 5.8: The partnership collaboration model for Metromorphosis I 
High levels of participation are encouraged for the 
partnership model in comparison to the assistant model. 
Therefore, my aim was to create a highly inclusive creative 
process. The cast consisted of six dancers, four vocalists, and the 
creative team, which included myself as the director (and 
performer), two choreographers, one actress/clown, the 
composer and costume designer. At the first cast meeting I gave 
creative practitioners a brief of the project, which outlined a 
rough concept of the work (see table 3.1), a rough development 
schedule and a performance date. The performers were given 
roles and asked to look at some conceptual material including a 
video of the PlayStation game Journey (IAmSp00n, 2012). At this 
stage the concept was extremely nebulous and creative 
practitioners were asked to go away and think about the roles 
they had been given and look for their own personal inspiration. 
5.4 PHASE 4 Developing Metromorphosis II 
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The focus of this iteration was to encourage co-creation of 
the narrative and creative concepts using collaboration for both 
problem discovery and solution. In the partnership model, four 
processes are considered essential to ensure success: 
- A shared language 
- Developing a common understanding of the creative 
intentions and vision 
- Engaging in extensive discussions and what-if sessions 
- Sharing knowledge resources 
The ‘conveyer style’ development from the first iteration was 
typical of my normal practice and the partnership processes 
listed above were not intuitive. Therefore, I continuously referred 
back to these processes when developing and scheduling 
workshops, tasks and creative activities. 
 
Creating a Shared Language 
To create a shared language, I organised a series of 
workshops to be run by creative practitioners of different 
disciplines in order to share knowledge and skillsets (see video 
5.1). This in turn created interdisciplinary vocabularies that all 
individuals understood and could be used as a creative bank for 
new ideas. As can be seen in the Metromorphosis II development 
schedule in appendix 1, workshops generally preceded, but were 
regularly interspersed with, creative development sessions, task 
work, and rehearsals.  
Workshops not only led to new vocabularies, ideas and 
skills for creative practitioners, they were also an excellent tool 
for highlighting anticipated problems and discovering 
unprecedented ones. Perhaps the most important aspect of the 
workshops was their ability to act as a bonding activity and 
stimulate creative output without the pressure of evaluation or 
the need to produce an outcome. When examining creativity in 
organisations, evaluation, constraint, time pressure, competition 
and overemphasis on the status quo have been listed as 
obstacles to creativity (Amabile, 1996, p. 232). Workshops, unlike 
task-based activities or even more structured rehearsals, 
removed these pressures entirely creating an environment where 
creative practitioners were free to simply ‘play’.  
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Video 5.1: Interdisciplinary workshop examples 
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Understanding creative vision 
 The project brief I gave to creative practitioners offered 
nothing more than the names of their roles, and that it was to be 
set in a world after humans where the city structures have 
collapsed under the forces of the elements and strange new life 
is evolving. My goal was to have the audience exist within the 
world and view individual stories like a voyeur walking through a 
space unnoticed. With only this information, the creative 
practitioners were asked to: 
• Flesh out roles to include personality, motivation, physical 
characteristics, movement and language.  
• Determine relationships and individual stories and how 
they would fit into the world both physically and 
dramaturgically.  
To do this, creative practitioners were given improvisation tasks 
that acted like brainstorming sessions. 
 Unlike workshops, tasks were not designed to create new 
languages but build upon workshops sessions to create ideas 
that could be evaluated and then selected for development. Task 
work could involve the entire group or as few as three people.  
These sessions always had a leader, generally someone from the 
creative team who developed the task and guided the session. 
Table 5.4 shows examples of task sessions. The first is a session 
run by the choreographers and the second was a task run by me.  
As can be seen in appendix 1, task sessions preceded 
development sessions and encouraged creative practitioners to 
be both introspective about their character motivations and 
personalities while at the same time learning about other 
characters and how they would interact. These sessions provided 
the bulk of inspiration for the development of narrative and 
themes.  
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MOVEMENT TASK OUTPUTS RECORDING 
Dancers 
Using Phrase A create your own short phrase of movement (between 40 secs to a 1 
minute and 30 secs long), inspired by this phrase - “Swaying their heads side to side, then 
swaying too far that they fell off the edge”. 
 
Non- Dancers 
Take one sentence from your streaming exercise and adapt your movement into a one-
minute piece that has a definite direction and meaning. 
 
Movement phrases 
Character motivation 
Character personality 
Relationships 
Physical characteristics 
Narrative ideas 
 
 
Written notes 
Journaling 
Video recording 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
  
STREAMING TASK OUTPUTS RECORDING 
All performers 
Spend one minute in silence picturing your character. Spend the following two minutes 
writing what your character is thinking. Words do not have to make coherent sentences 
but you must not stop. After two minutes draw your character.  
Character motivation 
Character personality 
Relationships 
Physical characteristics 
Narrative ideas 
Lyrical concepts 
 
Written notes 
Journaling 
 
 Table 5.4: Two examples of task sessions 
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Discussion and Sharing Knowledge 
Selecting ideas from workshop or task sessions involved continuous 
discussion and evaluation. Image 5.6 for example shows a group discussion 
held to review costume ideas. After participating in workshop sessions and 
talking with the other creative practitioners, I had tasked the costume 
designer with sketching a number of different costume ideas. These ideas 
were then presented to the entire group for discussion.   
At the suggestion of the choreographers, individuals were offered the 
opportunity to: 
1. Give statements of meaning: “I like the exoskeleton.”
2. Ask direct questions:
Question “Is the exoskeleton cape attached at the back or hips?”
Answer “Cape can be a cape or more of a backpack clipped with
Velcro.”
3. Ask neutral questions without opinions:
Question “Do you have an idea of how Still and Flowing water
costumes will show the difference between them?”
Answer “It could be a transformative costume with fabric or
beads.”
4. Offer permissioned opinions with possible fixes: “I believe the neck
piece could be restricting, it could be split up the middle.”
Image 5.6: Group discussion for costume ideas  
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As can be seen in appendix 1, the number of scheduled 
group discussions was low as they were time consuming and 
difficult to gain consensus with such a large group. Instead, idea 
selection resulted from ongoing discussion between creative 
practitioners and task coordinators but most often occurred 
during evaluation sessions by the creative team.  
Evaluation sessions concluded most long rehearsals and 
involved a breakdown of ideas formulated during tasks and 
workshops. These sessions were limited to the creative team as 
idea selection is best performed by individuals who did not 
produce them (Osborn, 1993, p. 169). The creative team was 
comprised of professional representatives from each discipline, 
which was small enough to reach consensus but diverse enough 
have different points of view. This can help “break away from 
obvious solutions” (Mamykina, Candy, & Edmonds, 2002, p. 98). 
Once ideas were selected they were communicated to the rest of 
the group and marked for further refinement. When concepts 
reached the refinement stage, the collaborative process was 
narrowed predominantly to the creative team. Even though ideas 
were still generated during these stages, input from the 
performers was limited to observations on their ability to 
perform desired actions as outlined by the choreographers, the 
composer or me. The process from workshop to refinement can 
be seen in figure 5.9. 
Figure 5.9: Process for 
developing new ideas and 
concepts in Metromorphosis II 
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5.4.2  Creating the music of the elements 
During the initial cast meeting for Metromorphosis II, 
character concepts were discussed and I informed creative 
practitioners that they would be given the opportunity to 
participate in the creation of the work itself. I assigned elemental 
roles to individual vocalists and asked them to consider their 
character motivations and personalities. The brief I gave to the 
composer indicated that I wanted him to work with fellow 
creative practitioners in the creation of the score. However, unlike 
the previous iteration, the composer was given a lot more 
freedom, specifically concerning the musical conventions of 
opera. This was in response to the development of “New Life” 
where the evaluation and reworking cycle interfered with the 
composition of the vocal lines and was ultimately detrimental to 
the piece. When speaking about the composition process during 
the Metromorphosis II iteration the composer stated: 
It was very flexible. There was a general outline 
of the tone and the emotion but at the same 
time there was freedom for me to do anything 
(Composer, Interview, 25th April 2015). 
While I gave the composer full freedom to create the score, it 
was still highly dependent on the development of characters’ 
personalities and the emerging narratives that evolved through 
workshopping, task based activities, development and 
evaluation. 
Developing the characters of Metromorphosis II in terms 
of their motivations and personalities, was essential for the 
development of the score, as cinematic music relies heavily on 
themes and motifs that are used to signify a person, place or 
emotion (Gorbman, 1987, p. 3). It was also critical to develop 
themes for the characters as the work would be devoid of 
intelligible text and would rely heavily on signposting character 
motivation through musical cues. Initial character development 
occurred through task-based exercises that evolved from 
choreographic tasks around consciousness streaming. In this 
task, performers were given two minutes to write down a stream 
of consciousness for their character. They then took this away 
and developed it to include a series of adjectives (see table 5.5 
and 5.6).  
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Half Ape/Half Birdish... inquisitive, glider, can 
climb with ease, cannot fly, long arms, 
adventurous, heavy but seemingly light in the 
way it moves, travels, smart. 
 
Lives amongst the trees/structures above the 
ground. Face of a bird, constantly moving, 
always searching and looking around 
(inquisitive), long neck feathers blend in with 
the body of an ape. I image the skin is less furry 
more leather like. moves with great speed 
when it has too, strong, smart, uses all 4 limbs 
when traveling with haste, but gets around on 
back limbs often. Can move both sharp and 
fluid, mostly the head and neck, and slight 
upper body are capable of the sharp movement 
but the limbs are the fluid, strong movers. floor 
work is very fluid, can almost melt into the 
ground when needed. great at being stealthy. 
rich with knowledge, moves as one who has 
had great experience with its surroundings and 
its body. Strong fingers, very articulate 
throughout its entire body. efficient mover, not 
clumsy. 
Table 5.5: Streaming exercise for dancer 
 
Fluid, Broad, Light, Free, Respond, Fast, 
Flexible, Cunning, Perpetuating, Open 
 
Fluid movements through the trees that push 
and pull the leaves to my content, the broad 
span of my reach controlling everything in my 
path as I move through the landscape with a 
lightness over the land. I’m free to move into 
any shape I please and I can respond 
(responsive) as fast as I wish. I am flexible to 
the landscape but also damaging and 
controlling, these differences are only decided 
by my cunningness. My movements are 
perpetuating as I build with the 
encouragement and force of those around me 
my open mind and body become the source of 
my aid or damage 
Table 5.6: Streaming exercise for vocalist 
  
Once the personalities were extrapolated, performers 
were given the opportunity to explore the physicality of their 
characters and how they would interrelate within the world (see 
video 5.2). 
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Video 5.2: Improvisation examples during the 
      development of Metromorphosis II 
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This in turn led to the development of both musical themes and 
individual stories that were then expanded upon to create set 
pieces within the work. The examples in video 5.2 show three 
separate improvisation tasks. In the first task, the character of 
Flowing Water interacts with one of the creatures where both 
the accompaniment and the vocal line are improvised. In the 
second example, the Wind characters and a dancer were given a 
movement task, which the composer added accompaniment to. 
The final example is an improvisation with the composer and the 
vocalist portraying Still Water.  
 As the characters became more clearly defined, a clear 
dichotomy started to develop between those characters that 
would do harm to the creatures such as Cutting Wind or Still 
Water and those that would assist the creatures as Flowing 
Water and Gentle Wind. The composer was able to work with the 
choreographers, the performers and me to develop these 
character personalities into musical motifs (See figure 5.10) that 
could assist an audience to make this connection without textual 
cues. Figure 5.10 shows the musical motifs that developed for 
each of the elemental characters. As seen in the score example, 
Gentle Wind and Cutting Wind have phrases that are rhythmically 
similar and sit in the same tonality. The motifs move quite quickly 
within a small range, symbolising the movement of wind. The 
two characters often sung together and their phrases acted like a 
call and answer. Earth, in contrast, has a motif consisting of long 
drawn-out notes ending with an ornamented phrase.  
The tonality of Earth’s motif does not adhere to a typical 
western scale and more closely aligns with the Bhairav Raga of 
Hindustani classical music. This tonality separates the Earth 
character from the other elements and gives her a less classical 
feel. As seen in figure 5.10 the motif for Still Water is highly 
chromatic and largely in g minor until an unexpected g major 
shift followed by a large fall back into the g minor tonic. The 
major-minor shift symbolises the mercurial nature of water, while 
the chromatic rising in g minor ‘waves’ gives the character a 
slightly sinister feel. Flowing Water’s motif also shows a major-
minor shift but is largely in a major tonality, making the character 
sound predominantly ‘nice’ with a slightly dissonant edge. The 
rhythmic alternations between minims and semi-quavers in 
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Flowing Water’s motif were designed to mimic water falling and 
flowing away.  
To create these musical motifs, I asked the composer to 
sit in during rehearsals, participate in movement tasks with the 
creative practitioners and participate in evaluation discussions at 
the end of each session. This was in direct contrast with the first 
iteration where the composer primarily worked alone. Through 
more integrated participation, he was able to see both the 
physical development of the characters and at times, play an 
active part in helping to define the musical mood (see video 5.2). 
When asked about the development of the musical theme for 
Flowing Water for example, the composer stated: 
(the singer) improvised some ideas that I used, the 
section then became a theme… Flowing water 
used notes based in a major scale and some notes 
that were a little bit off perhaps to give her a sense 
of mystery. That was done using intervals and 
semitones or unexpected tones mixed in with the 
major scale. In her part there is a lot of music that 
would be considered flowing because it rises and 
falls in step motion. But then you can have nice big 
intervals in that because intervals can be quite 
beautiful and romantic, there is a mix of that in 
there. Ornamentation, fast notes grouped 
together to help make a sound of beauty 
(Composer, Interview, 25th April 2015).  
 
Not all of the pieces developed from musical 
improvisations, but most contained a high degree of 
collaboration between the performers, the choreographers, the 
composer and me. The development process of Still Water, for 
example, can be seen in video 5.3.  The progression for this piece 
moves from a movement translation of the original personality 
concept taken from the streaming exercise into musical 
improvisation. Once the first version of the composition was 
created, it was taken back to the studio where the choreography 
was created around the accompaniment, and the singers’ ability 
to perform while moving. This piece was reworked several times 
to ensure a close fit between the musical characteristics and 
character motivation (see audio 5.3 and 5.4).   
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Similar syncopated rhythms and melodic structures give a call 
and answer 
Format for the wind motifs  
Sustained drone-like notes  
Ornamented sections in non-diatonic tonality  
Rapid descending melody depicting water rushing downward  
The major tonality shifts to an unusual chromatic structure indicating 
water’s mercurial nature  
Constant shifts between major and minor tonalities create 
dissonant, unexpected intervals 
  The musical outputs for this 
iteration included full scores and 
sound-scape recordings for seven 
pieces. The scene breakdown in 
appendix 2 lists each of these pieces 
and when the first versions were 
completed. Due to cast restructuring 
for the final iteration, The Void and the 
Light, several of the pieces were 
modified at my request, but these 
changes were minor and the bulk of 
the music created for Metromorphosis 
II was also used for The Void and the 
Light.   
 
Figure 5.10: Musical motifs of the elements in Metromorphosis II 
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Video 5.3: Development process for the music of Still Water 
Audio 5.3: First version of “Drowning” for Still Water 
Audio 5.4: Final version of “Drowning” for Still Water 
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5.4.3  Creating the language of elements  
I found the construction of a language using an English 
base problematic in Metromorphosis I because it led to issues 
with anthropomorphism. By giving insects language, it was 
difficult to avoid giving them human characteristics and 
motivations. This in turn made it hard to develop the characters 
both physically and dramaturgically. In Metromorphosis II, I 
designed the elemental characters specifically to be 
anthropomorphised as a response. This made it possible to use 
an English base if necessary. 
The first piece scored for Metromorphosis II was “Air 
Vortex” (see audio 5.5). This was a duo composed for the wind 
elements and was scored very early in the creative process 
before the characters were fully developed. As this piece was 
highly conceptual and lacked a solid narrative, I constructed the 
text without a literal English translation to experiment with using 
the voice as a thematic instrument to communicate 
characteristics. In this way, the vocal quality of the voice itself 
became the signifier while the vocal line was the signified. The 
text acted in conjunction with the voice, not to create literal 
meaning but to alter the way the instrument was ‘played’. In this 
way, the story of the piece could be developed and 
communicated primarily through movement, leaving the 
audience free to construct their own interpretation for the text. 
To simulate wind, I constructed this piece around long 
vowels sounds, sibilant fricatives and approximants. A section 
from the original score can be seen in figure 5.11 and shows some 
of the constructed language and the pronunciations including the 
male and female versions of some words. As the two performers 
in the wind roles continued developing their characters it became 
obvious that using text without meaning was problematic. The 
lack of meaning created complications surrounding motivation 
and relationship development so I stopped creating text as a 
purely phonetic instrument, and experimented with using English 
text from streaming exercises (see table 5.5 and 5.6) as a base.  
I initially opted to continue creating language, or 
individual idioglossia, for each type of element, as this had been 
successful in the first iteration to portray the nature of the insect 
characters. I considered the phonetic structure of the text 
essential to help define the characteristics of the elements, 
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However, this required three different phonetic alphabets with 
three separate idioglossia. Creating each idioglossia was 
extremely time consuming and was not practical given the six-
month production schedule. I therefore chose three existing 
languages to represent the elements.  
In order to avoid recognition of the text by the audience 
and create a more mythical quality, I selected extinct or 
endangered languages to use as a base. After researching 
multiple languages I chose Uralic Mansi (Figueiredo, 2014), 
coupled with Hungarian and Russian for Water. Wind used Siletz, 
the language of the Confederated tribes of the Siletz Indians 
(Anderson & Harrison, 2007), and the Yugambeh Australian 
Aboriginal language from the Gold Coast, Logan and Scenic Rim 
regions in Queensland (Allen & Lane, 2013) for Earth (please refer 
to the front section of this document for details about language 
use and permissions). I chose these languages because I believed 
the phonetic alphabets suited the characteristics of the 
elements.  
Because of the endangered nature of these languages and 
difficulty finding accurate grammatical references, I constructed 
the libretto around available language resources. The English text 
was reasonably abstracted, with concepts being expressed in 
single words or short phrases. This made it easier to rely on 
language dictionaries without needing to develop a strong 
understanding of grammar structure. In the case of the Mansi 
language, available resources were extremely limited, so there 
was considerable use of Hungarian for Flowing Water, and 
Russian for Still Water. The following example shows the lyrical 
progression of the Flowing Water piece “Flow”. 
 
 
Quiet. Gentle. Trickling slowly through this still 
place. For just a moment I am aware of 
something or someone near me, then gone. I 
feel my body sliding across the smooth, slippery 
moss. My ripples move and stretch, further than 
before. Reaching for something unknown to 
me. The warmth of the day runs through me and 
I begin to dance. I am filled with joy and my 
laughter escapes me. Running and skipping, 
splashing as I go, creating waves and currents 
around me. I feel something trying to pull 
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towards me. Trying to touch me. It is a familiar 
feeling. It stops. Quiet again. Gentle once more. 
Trickling slowly through this strange place. 
Quieter still. I drift and begin to pool. This is a 
new, unfamiliar feeling. A new, unfamiliar place. 
I am suddenly unsure of where I am. Of who I 
am. 
 
Table 5.7: Initial streaming exercise for Flowing Water  
 
 
Csendes (chen-desh) szelíd (tsell-eed)  
Quiet, gentle 
Sohr posti (shure-hey posh-tee) nyugalom (new-
gal-om) pon (pon)  
To flow through this still place.  
Li ti maan ut l’apa (lee tee maan ut-el-eepa), 
nem, elment (nem, el-ment) 
To see this small thing near, no, gone 
Inaji (in-aey) aaxwtas (ox-tosh) os sori (osh-
shore-ee) 
To caress stone and blossom 
Noonš (non-shh) päalt (paalt) 
To be stretched long 
elérte valamit  (ael-ee-er-tay val-a-meet) nem, 
elment (nem, elment) 
Reaching for something, no, gone. 
 
Table 5.8: Part of the text adaptation based on Mansi and Hungarian  
 
In the “Flow” piece, I created the text as a block of 
vocabulary first then fitted it to the vocal lines. In other cases, 
such as the reworking of the wind piece “Air Vortex” or the Earth 
piece “Forming”, I created the text around the vocal lines using 
ideas from the streaming exercises and the narratives developed 
through physical task work. For the Still Water piece “Drowning”, 
the male vocalist requested the opportunity to create the text 
himself. As a result, he had a deeper bond with the piece and its 
language compared to those who preferred to have the text 
written for them. It is possible that because of this and the way it 
developed physically and musically, “Drowning” appeared to be 
one of the most successful at using the quality of the voice itself 
to reflect both the essence of the character and the narrative of 
the piece (see audio 5.4).   
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Audio 5.5: Air Vortex version 1 with original text from Metromorphosis II 
Figure 5.11: Section from “Air Vortex” showing the original text by Jordin Steele 
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Audio 5.6: “Flow” with recorded vocals from Metromorphosis II 
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5.4.4  Creating the performance space 
As discussed previously, the original staging plan for 
Metromorphosis II included a complex web design that stretched 
around the entire space. It became obvious early in development 
that the logistics of installing such a complex rig for aerial 
performers was not only impractical for most venues, but 
required additional funding for the rig itself and a specialised 
rehearsal space. It also needed creative practitioners with 
particular skill-sets and technical personnel to install the system. 
The Brisbane Fringe offered mentoring, show facilitation and 
production support (Brisbane Fringe Festival, 2014) alongside 
marketing assistance, ticketing, press and publicity opportunities. 
However, there was no technical support or funding. This is not 
unusual, as Harris has stated, fringe performances typically rely on 
“bare-bones productions with a focus instead on text and 
performance” (2000, p. 29). I did investigate a simplified system 
but ultimately determined it was too difficult to implement with 
the project budget. 
In order to keep spectator focus flexible and variable as 
outlined in Schechner’s axioms of environmental theatre 
(Schechner, 1994, pp. xix-xlv), I designed the performance space 
with the audience sitting in the centre. This would allow the 
performers to move around the audience creating uncertainty in 
focus, and action both inside and outside the spectators’ vision. 
Video 5.4 shows an excerpt from the dual wind piece “Air 
Vortex” where both dancers and vocalists are moving around the 
space. As can be seen in the video, the spectator in the centre 
moves their whole body to follow the action around the stage.  
Through experimenting with this design, I also found that 
the effect of sprinting dancers not only created a visual and 
auditory effect, it also created a physical air flow around the 
audience that could be used to simulate wind currents. As 
Machon writes 
“In immersive theatres, sharply focused visual and 
tactile perception combined with the wider, 
haptically influenced, peripheral experience of the 
space ensures the inhabitant attends to the 
intricate detail of the event and guarantees a rich, 
multi-layered quality of comprehension” (2013, p. 
142). 
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Figure 5.12: Stage plan for Metromorphosis II showing performer movement 
Video 5.4: “Air Vortex” choreography rehearsal from Metromorphosis II. Footage courtesy of Outcast Performing Arts 
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The use of the performers’ bodies became important to the 
tactility of the performance itself. In order to maximise the 
physical effects of the performers movements, seating was 
removed and spectators were encouraged to sit on the floor. 
This not only created an informal seating space, it also allowed a 
new level of engagement for spectators.  
Psychologically, seating the spectators on the floor placed 
the elemental characters above the audience in a position of 
power while the creatures and the Earth were on the same level. 
Physically, seating the spectators on the floor permitted the 
dancers/creatures to move into the audience space itself that led 
to both incidental and non-incidental physical contact. Audiences 
do not necessarily need to get out of their seats to become 
involved, but they should experience the drama in the same way 
as the actors (Condee, 1995, p. 176). Finally, it allowed spectators 
to feel movement through the floor, which accentuated certain 
ideas like violence or panic. For example, in the piece “Air 
Vortex”, the movement simulated the physical sensation of wind.  
The focus on creating a dynamic environment for 
spectators resulted in surprising developmental pathways. For 
example, the Earth piece “Forming” developed from a 
movement workshop where all creative practitioners agitated 
their bodies on the floor to simulate an earthquake for 
spectators. This ultimately influenced the music, choreography 
and direction for this piece. 
Metromorphosis II was shown to test audiences in two 
separate venues: a large dance studio at the Queensland 
University of Technology campus at Kelvin Grove, and the 
Expressions Dance Company space at the Judith Wright Centre. 
Both venues were large open plan rooms, and the audience was 
positioned in the centre of each space. Audiences were given the 
option to sit on the floor or on seats provided. Speakers were set 
up in surround sound, and performers were able to move around 
the space for both performances.   
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5.4.5  Performance 
The development for Metromorphosis II 
occurred over a six-month period. The creative 
outputs at the end of development included 
completed scores and libretto for five pieces; audio 
recordings, video documentation and choreography 
for seven pieces; two completed clown segments; 
multiple costumes; and a scene breakdown. By the 
end of development, the majority of the characters 
for Metromorphosis II were clear in terms of sound, 
physicality and visual aesthetic. In an effort to create 
a cohesive work, I ordered the mini-stories that had 
developed out of Metromorphosis II into segments 
and created a scene breakdown (see appendix 2). A 
work-in-progress showing presented parts of the 
work to a live audience so the creative team could 
assess the suitability of the performance space. 
Creative practitioners were also invited to give 
feedback on the collaborative process at the end of 
the iteration (see appendix 6). 
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ITERATION 3  
THE VOID AND THE LIGHT 
116 
5.5.1  Revising the narrative 
The work-in-progress performances of Metromorphosis II 
highlighted several major issues. The non-linear narrative was 
difficult to communicate clearly, it was not cohesive and it didn’t 
have an overarching message it was trying to convey. It became 
obvious that the work lacked a central character or hero that 
audiences could relate to or care about. As the director, I found it 
difficult to envision the work in its entirety and it seemed to offer 
only experience without meaning. On reflection I decided that 
creating a linear narrative with a central character or hero 
needed to be given priority.  
Given the limited production time, the new narrative had 
to fit around the constructed world of Metromorphosis and the 
characters/entities that inhabited it. Because the work was not 
using an intelligible dialogue, the story also needed to be 
universal and able to be communicated primarily through 
movement. I examined the mini-stories that had developed in the 
second stage (see appendix 2), and themes around the 
environment emerged. While the concepts of climate change and 
environmental action where not overtly discussed during the 
development of Metromorphosis II, environmental advocacy is 
both a personal and a global issue. This made it an appealing 
theme to explore. The dichotomy between Light and Dark 
provided the most obvious answer to structuring the narrative, 
although a traditional ‘good versus evil’ environmental storyline 
was not immediately apparent. Instead of making a random 
aesthetic decision, I opted for an academic approach and 
researched common narrative structures and character 
archetypes within the fantasy genre.  
The traditional concepts of good and evil have become 
more difficult to define in modern fantasy and science-fiction 
5.5 PHASE 5 Planning The Void and the Light 
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literature (Edwards & Klosa, 2010, pp. 33-34).  This stems from an 
increasingly complex world where our behaviour and decisions 
do not necessarily represent what we know is good or right (ibid, 
p. 34). Cronn-Mills and Samens have written, “myths are 
guidebooks, of sorts, that explain how humans act, how things 
work, and how human culture has evolved” (Cronn-Mills & 
Samens, 2010, p. 5). Instead of portraying ‘how we got here’, I 
posed the question ‘why do we continue to let it happen?’ The 
Light and Dark dichotomy then became symbolic of action versus 
apathy and the consequences of both.  
I reworked the Light and Dark characters to act as 
anthropomorphised versions of existence (Light) and extinction 
(Void). The narrative became a wager between these two entities 
that would determine the fate of a new species of life (the 
Creatures). This new species would have to overcome the 
elemental forces championed by the Void and the Light in order 
to either prevail or perish. While suggesting a scenario of good 
versus bad, the Light and Void characters themselves did not 
adhere to the traditional hero and villain archetypes. Instead they 
correlated roughly to what Vogler refers to as the “ally” and 
“shadow” archetypes (Vogler, 1998, pp. 65-75).  
The ally “may represent internal forces that can come to 
our aid in a spiritual crisis” (ibid p. 75). Therefore, the Light 
character represented the desire to do the right thing and take 
the right action. The important differentiation here is between 
doing good and wanting to do good.  Actions performed with the 
best intentions do not always end positively.  The fallible nature 
of the ‘ally’ archetype allowed me to create a more nuanced 
character. This was also the case with the Void character. The 
shadow archetype represents the “things we don’t like about 
ourselves” or the “positive qualities we are rejecting for some 
reason” (ibid p.65). The Void as the shadow was not a malicious 
entity but would reappear repeatedly throughout the 
performance to remind the audience of the impending 
consequence of poor action or no action.  
 118 Image 5.7: The Light in The Void and the Light 2014 Brisbane Fringe Festival 
Image 5.8: The Void in The Void and the Light 2014 Brisbane Fringe Festival 
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I decided that the creatures, as a group, would be the 
central character and take on the role of the ‘hero’. Based on 
Campbell’s Hero with a Thousand Faces (Campbell, 1968), 
Hollywood writer, Vogler claims the modern fictional hero 
“represents the ego’s search for identity and wholeness” 
(Vogler, 1998, pp. 29-31). The hero should have universal qualities, 
be able to grow, take action and is in control of her or his own 
fate. The audience should be able to connect with the hero and 
care about what happens to the hero, good or bad. The creatures 
were not human but were designed to represent the nature of 
humans. I structured the narrative to explore the evolution of 
human nature and how this has affected our relationship with 
the environment. The original character concepts from 
Metromorphosis II had placed the creatures into social groups, 
creating multiple, competing species. The new narrative made 
them a single species growing and evolving together.  
Image 5.9: Creature characters in The Void and the Light 2014 Brisbane Fringe Festival 
The elemental characters provided the ordeals faced 
by the creatures on their path to growth and maturity. This 
draws parallels with the ‘Road of Trials’ in Campbell’s 
monomyth theory (Campbell, 1968). Representing the 
sometimes cruel, sometimes kind forces of nature, the 
elements naturally aligned with the Light and Void in the fact 
that they could drive toward life or death. In relation to 
Vogler’s archetypes, the Light elements of Gentle Wind and 
Flowing Water, resembled “mentors”, who assisted the hero 
while the Void elements, Cutting Wind and Still Water were 
the “threshold guardians” who provided challenges that 
needed to be overcome in order to make it to the next 
section of the story (Vogler, 1998).  
Image 5.10: Still Water in “Evolution”, The Void and the Light 2014 Brisbane Fringe Festival 
Image 5.11 Gentle Wind in “Evolution”, The Void and the Light 2014 by Christine Schindler 
The final element Earth, was a neutral character that 
neither helped or hindered the creatures. The Earth 
character was the only element that the creatures could 
physically affect in either a negative or positive way. The 
Earth signalled the threshold between the primitive, 
instinctual society being challenged to survive (fighting the 
turbulence of the elements) and the calculating, intellectual 
society being challenged as a consequence of their own 
actions (creating the turbulence of the elements). In this 
way the Earth character acted simultaneously as a herald of 
change and a threshold guardian.  I retitled the work The 
Void and the Light and sent out a new synopsis in a brief to 
creative practitioners (see table 3.1) 
Image 5.12: Earth character in a performance of The Void and the Light at the 2014 Brisbane Fringe Festival 
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5.5.2  Revising the language 
As mentioned previously, I constructed a new narrative 
for the third iteration around the Metromorphosis II mini-stories. 
An extensive amount of time had already gone into creating and 
learning these pieces. With a looming performance date that 
brought budget and time restraints, there was no opportunity to 
rework the music around the new story. The two previous 
iterations had made heavy use of choreography and movement 
to communicate the scenes, and had been purposefully 
abstracted, as I wanted the audience to be able to develop their 
own interpretation. My decision to use a more concrete narrative 
raised the question of how to communicate the intricacies of the 
new linear story to the audience. I wrote a synopsis of the work 
for the performance program: 
 
The Void (extinction) and the Light (existence), two 
players in an endless game have come together 
again to bet on the fate of a new species. Forbidden 
from interfering directly, they use the natural 
elements that, oblivious to this game, are in their 
own eternal struggle for dominance.  
 
The alluring but deadly Still Water and the callous, 
destructive Cutting Wind are champions of the Void, 
while the Light uses the nurturing touch of Flowing 
Water and calming force of Gentle Wind to help 
guide this new species as it grows and evolves. The 
ancient and weary Earth, still scarred from the last 
game remains the only neutral element but unlike 
the others is vulnerable and easily manipulated.  
 
As the new life develops it finds itself at the mercy of 
the elements for better or for worse. Light, worried 
that she may lose the bet, offers up the secrets of 
the Earth. The result however leads the creatures on 
a destructive path and it draws them, ever closer to 
the Void. Will life be able to work together to avoid 
this fate? 
 
 
However, using the synopsis to communicate the 
narrative relied on audience members reading the synopsis prior 
to watching the work. The addition of recitative passages was a 
possibility, but the languages of the elements were completely 
incomprehensible. Without the use of surtitles, there was no 
way, short of including a libretto in the program, to deliver a 
translation to the audience. Instead of recitative, I decided to 
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introduce an English-speaking narrator to help audiences 
understand the story during the performance itself. 
The narrator would act as a ‘herald’ to inform the audience of 
change, issue challenges and provide insight into motivation 
(Vogler, 1998, pp. 55-57). Video 5.5 shows the opening scene for 
the work. Here the narrator sets up:  
• The premise of the story:  
One black and one white (Void and Light), take wager this 
night 
• Introduces the hero:  
And the prize, a new life (creatures) 
• Suggests the hero will face trials:  
Of the six, only five(elements) stand to challenge said prize 
(creatures) 
• Intimates that there will be redemption or defeat:  
To let action decide, if life lives or life dies 
 
I was concerned that the use of English would remove a 
lot of the audience’s ability to create their own interpretation. To 
avoid making the story too obvious, I kept the text slightly cryptic 
to avoid impacting the effectiveness of the other semiotic modes 
within the work. The following example shows the narrated 
section that precedes a piece where the creatures come across 
the Earth element: The left hand column shows the narration; the 
right hand column shows the intention behind the text. 
 
Life grows from Earth’s 
clay 
And improves every day 
But vexed by delay 
Light will cheat  
if it strays 
 
So with benign hand 
Offers up stone and sand 
But with secrets 
surrendered 
Who here will 
Defend her? 
 
For Earth can be stolen 
Burned, captured and 
broken 
But not unprotected 
Wounds will be 
Corrected 
 
Evolution is a long process but 
sometimes there are leaps that 
come about with a discovery, 
for example the invention of 
fire. 
 
 
This symbolises industrialisation, 
a process that while appearing 
good led to the over 
exploitation of natural 
resources. It also suggests that 
the audience is part of the story. 
 
Greed and misuse of natural 
resources have led to the 
destruction of the environment 
which is bringing about the 
destructive weather patterns of 
climate change. 
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The narrator was a character that existed simultaneously 
within the world of the performers and the world of the 
audience. The narrator spoke to the audience directly and was 
tasked with not only explaining the story but also suggesting that 
the audience was part of it (see video 5.6). In the narration 
section that precedes the “Flow” piece shown in video 5.6, the 
narrator says “Where he patiently waits (Still Water), for those 
(audience) that hesitate, will your (audience) aid be too late, to 
save all (creatures) from this fate (Void)”. In this way the narrator 
is suggesting that the audience are performers themselves and 
all live within the created world.  
Image 5.13: Promotional picture of the Narrator for The Void and the Light 
Video 5.5: Opening scene from The Void and the Light 
Video 5.6: The narration before “Flow” from The Void and 
the Light 
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5.6.1 The hybrid model of collaboration 
Development for the final iteration of the work began 
three months after the Metromorphosis II work-in-progress 
showing. It concluded with three performances at the Brisbane 
Fringe Festival in August the same year. There were significant 
cast changes due to the production schedule and the new cast 
consisted of five vocalists, two actresses, one musician, four 
dancers, two stage managers, a sound designer and lighting 
designer. The original composer and costume designer were still 
involved and part of the creative team. All creative practitioners 
with the exception of the lighting and sound designers were 
either students or emerging artists and were working for profit 
share. 
The three months between iterations gave me time to 
reflect on the work and create the new narrative as discussed 
previously. I chose the hybrid model of collaboration as both the 
assistant and partnership models had advantages, and the hybrid  
model suggested a good compromise between the two.  It would 
allow me to put forward the creative concepts and evaluate 
them but still use collaboration in the construction of the work 
(see figure 5.13). 
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Figure 5.13: The hybrid collaboration model for The Void and the Light 
5.6 PHASE 6 Developing The Void and the Light 
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The bulk of the creative work had been completed in the 
second iteration but there was still work that needed to be 
completed or reworked to accommodate the new narrative and 
incoming creative practitioners. This included the development 
of the narration, finalisation of the composition, 
finishing/reworking some of the choreography for the new 
narrative and fewer dancers, plotting the work within the space 
and examining the audience-performer relationship. The 
development schedule for the final iteration can be seen in table 
5.9.   
Because of the issues encountered with scheduling and 
time management in the previous iteration, development for The 
Void and the Light was conducted over an intensive rehearsal 
period of four weeks. Cast members were required to commit to 
the entire development period and were in the studio together 
full-time. The intensive development included daily pre-rehearsal 
workshops that doubled as warm-up sessions. These sessions 
were shorter than the workshops of the previous iteration but 
still provided unevaluated ‘play’ time and also acted as bonding 
exercises. By labelling workshops as a warm-up, creative 
practitioners understood them as necessary and useful. Tasks 
were used sporadically when problems arose during the 
construction of new material (see table 5.10). This encouraged 
collaboration to find novel solutions to problems while 
maintaining clear goals (see figure 5.14). 
 
DATE ACTIVITY 
Feb 24 New Scene breakdown finalised 
Apr 01 Vocal cast finalised 
Apr 21 Weekly vocal rehearsals start 
Jun 08 Vocal score complete 
Jun 22 Dance auditions 
Jun 24 Dance rehearsal start 
Jun 29 Intensive start for all creative practitioners 
Jul 14 New scene breakdown released 
Jul 20 Intensive finish with a transition into biweekly 
rehearsals 
Aug 06 Final production rehearsals start 
Aug 18 Bump in and Plot 
Aug 22 Bump out 
Table 5.9: Development schedule for The Void and the Light 
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PROBLEM MOVEMENT TASK RECORDING 
 Movement looks too ‘human’  Listening to music, maintain contact with your partner at all times 
while moving around the space in character 
Written notes 
Journaling 
Video Recording 
Movement is not graceful enough Partner with a dancer. Mirror the movement of the dancer as they 
move through the space 
Written notes Journaling 
Video Recording 
Table 5.10: Goal –orientated problem solving task activities 
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Figure 5.14: Collaborative model for The Void and the Light 
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5.6.2  Creating the performance space 
The final production of The Void and the Light premiered 
at The Block QUT Kelvin Grove. The Block is a flexible space that 
is described as an “interactive exhibition space wired for dense 
multimedia” (Queensland University of Technology, 2015). It is 
essentially a large room that has no set seating or fixed stage 
area. It has a drop-down lighting rig that cannot be accessed 
while raised in performance position and four points of entry into 
the room.  
The aesthetic decision to place the audience within the 
performance space in Metromorphosis II had been successful in 
creating a less formal atmosphere and shifting the performance 
space away from the traditional proscenium arch format so, I 
applied the same technique to the final staging for The Void and 
the Light iteration. Raised tiers and additional seats at the back 
were included to ensure that audiences could see and 
accommodate those who were uncomfortable on the floor (see 
figure 5.15). Because of the lack of financial support offered by 
the Brisbane Fringe Festival, there was extremely limited budget 
for set. I opted instead to experiment with a minimal set that 
used lighting and effects/props to create a sparse but three 
dimensional space.  
My goal in Metromorphosis II, had been to create an 
immersive but voyeuristic space for audiences. After referencing 
the cyclic web, I decided to further experiment with the 
performance to create a more participatory experience for The 
Void and the Light iteration. Experimenting with audience 
participation to give a greater level of immersion would give me 
the chance to test new techniques and compare them to the 
techniques used in Metromorphosis II.  
Machon has related higher levels of immersion to the 
ability of audiences to affect the performance itself (Machon, 
2013, p. 278). I wanted the audience to feel as if they were also 
creatures in the world and had the opportunity to choose the 
direction of the narrative. To do this the performance had to 
establish a “unique ‘in-its-own-world’-ness through the dextrous 
use of space, scenography, sound, duration within 
interdisciplinary (or hybridised) practice” (ibid, p. 278). 
To create a more three dimensional environment, I 
experimented with effects/props that would physically touch 
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both performers and spectators in the same way. The props 
represented the three different elements, wind, water and earth. 
Large confetti drops were used to represent wind, sand drops for 
earth and low-lying fog for water (see image 5.14). The Void was 
represented by black empty space while Light was represented 
through various lighting effects. Figure 5.15 shows the initial 
stage plan for The Void and the Light and the coloured areas show 
the expected space for each of the three effects. As seen in this 
diagram, both the wind and water effects encroach well into the 
audience space. Dropping sand on spectators was not an option, 
but the sand drops were quite loud and the sound would be 
noticeable if close to the audience. The only other objects in the 
space were five pillars that held the elemental totems used by 
the Light. 
Sound and language were designed to create sensory and 
imaginative immersion. However, I also wanted to experiment 
with the performer-audience relationship and introduce a 
challenge-based element where the audience could influence the 
narrative itself. In the final scene of the work, the audience were 
given a choice, reach out to the dancers to save them or do 
nothing, causing them to die (see video 5.7). In order to set the 
challenge up, I instructed the dancers to reach for audience 
members and take refuge within the audience at various times 
during the performance.  
The work was performed three times in total. I assumed 
that audiences would be more reluctant to participate if it 
required them to physically move from their seats. To test this 
idea, on the first and last performance, the dancers were given 
no additional instructions and reaching for them did not require 
audiences in the front row to move from their positions. On the 
second performance I asked them to stay further back from the 
audience, in this way audience members would have to physically 
leave their seats in order to reach them.   
Video 5.7: Alternative endings for The Void and 
the Light 
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Image 5.14: Effects/props for The Void and the Light: confetti, sand drops and low-lying fog 
Figure 5.15: Stage plan for The Void and the Light 
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5.6.3  Performance 
The Void and the Light premiered over three nights 
at the Brisbane Fringe Festival between the 20-22nd of 
August 2014.  The work was presented at the Block QUT 
Kelvin Grove with a seating capacity of eighty people and 
all three performances were sold out one week prior to 
opening night. Tickets were priced between twenty and 
twenty-five dollars and each performer was given one 
complimentary ticket. In terms of marketing, the event 
was listed on the Outcast website but advertised 
primarily on the social media platforms Facebook and 
Twitter. On the 15th of August Outcast had four hundred 
and fifty-five followers on Facebook and advertised three 
times on the main company page, reaching an average of 
159 people per post. The Facebook event for the 
performance reached 2,152 people with 188 
engagements. 498 people were invited and 117 listed as 
attending. A total of two print posters were used, one in 
Ipswich, one at QUT Kelvin Grove.  
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All additional marketing and promotion was left to 
the Brisbane Fringe Festival. The company purchased the 
VIP promotional package from the Fringe which included 
advertising on their website in the form of images, video 
links, bio and links to the company event pages. The VIP 
package also included a dedicated Facebook shout-out 
and an editorial. Ticket sales for the event had to be 
processed through the Fringe preferred service, Sticky 
Tickets and data including referral method could be 
downloaded on the completion of the event. Data gained 
from Outcast’s demographic information indicated that 
45% of all ticket purchases were made by individuals who 
knew a performer in the production either as a relative or 
a friend with 19% not listing a referrer. Only 6% of all ticket 
sale events were made by individuals referred by 
Facebook and no individuals were listed as being referred 
by the Brisbane Fringe Festival.  
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Chapter 6 
THE VOID AND THE LIGHT 
Video 6.1: The Void and the Light full production 
Image 6.1: The Void and the Light Vocal Score 
Image 6.2: The Void and the Light Program 
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Audio 6.1: The Void and the Light audio recordings 
Overture 
Evolution 
Air Vortex 
Forming 
Fight 
Storm 
Flow 
Drowning 
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In this chapter I critically reflect on my creative process 
and examine the development of the major creative work in 
relation to the main research question. I first examine how I 
developed the final aesthetic structure of The Void and the Light 
and gauge the effectiveness of my decision-making strategies. I 
then present a new model that evaluates my aesthetic logic in 
relation to my personal vision of disrupting the format of 
conventional opera and creating a work that would resonate in a 
contemporary setting.  
In the second half of this section, I explore the 
effectiveness of creative collaboration as a means to increase 
creativity and encourage input from multiple perspectives.  I 
evaluate the three models I used in the development of The Void 
and the Light and propose a new multi-level model for the 
creation of interdisciplinary work in ensembles of various size. 
Finally, I present my own collaborative model for the creation of 
contemporary opera. 
This chapter draws on a number of data sources including 
email correspondence, journal entries, interview material and 
reviews from two external performing arts professionals. 
Chapter 7 CRITICAL REFLECTIONS 
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Figure 7.1: Flow diagram showing the evolution of the final aesthetic structure of The Void and the Light in relation to the 
framework of core structural elements as defined in chapter four.  
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7.1 Disrupting the conventional opera format 
In the following section I reflect on my aesthetic 
judgement throughout the development of the creative work as 
a means to disrupt the conventional opera format and create 
work that will resonate in a contemporary setting. I consider the 
elements I identified as key structural aspects of opera: language 
and narrative, music and live performance space. This section not 
only considers my own process; I also draw on the perspectives 
of participating artists and peer reviews to offer some insight 
into the effectiveness of my process and the final performance 
itself. 
7.1.1 Language 
As discussed in chapter five, Metromorphosis I was 
conceptualised as a site-specific public work for Brisbane’s 
Creative City Initiative. I developed the insect theme and chose to 
use incomprehensible text in order to place focus on movement 
as the primary semiotic tool. I chose to concentrate on 
movement over dialogue to communicate meaning because I 
thought it might be difficult for audiences to understand the 
classical voice and that would impact on accessibility. I was 
heavily influenced by the way languages are used in film and 
game scores to evoke the mythic, exotic or ‘other’ and wanted to 
capitalise on the unusual timbre and range of the classical voice 
to define the fantastical nature of the characters. The decision to 
make the language unintelligible in all iterations had the greatest 
impact on development of the final creative work because the 
lack of textual meaning required considerable experimentation 
with alternative semiotic tools to communicate the story.  
The diagram in figure 7.1, illustrates the flow of aesthetic 
choices throughout development of the final creative work. As 
can be seen in this diagram, all aesthetic decisions, in relation to 
the core structural elements, stem from my initial choice of 
language. In terms of success, it is difficult to determine if the 
choice of language was ideal as I did not experiment with using 
an English libretto in any iteration. I did consider the obscure 
languages useful for characterisation and extremely suited to the 
fantasy/mythical themes chosen for the narrative. However, the 
use of obscure languages did present a problem when trying to 
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communicate the narrative, particularly the well-developed linear 
narrative, because of the increased reliance on other symbolic or 
semiotic tools to create meaning. Difficulty understanding the 
narrative because of language choice was noted in a peer review 
of the final production: 
The use of ‘international endangered languages’ 
throughout, whilst interesting in its own right, did not 
facilitate an easy engagement with a theatrical narrative to 
emerge with any certainty. Particularly, it was difficult, 
except in the most general of ways, to decode each 
character’s allegorical position. Whilst the symbolic 
performance elements of gesture and movement went 
some way to inform the audience, the argument or intent 
represented by each of the natural forces remained elusive 
(Reviewer 2, 2nd December 2015, appendix 4b). 
   
For future practice it would be would be worthwhile 
experimenting with native language or sub/surtitles. Further 
experimentation with language choice would not only provide a 
contrasting point of view in relation to language and 
communicating meaning, it would also significantly affect the 
other aesthetic choices made specifically to communicate the 
story. 
 
7.1.2 Narrative 
Narrative theme 
As discussed in chapters four and five, the narrative for 
the creative work was heavily influenced by fantasy film and 
games. Throughout development, the use of fantasy or myth was 
a constant narrative theme despite changes to the story arc 
itself. The timelessness and grand scale of myth and legend has 
always provided an excellent vehicle for high drama and 
fantastical characters in opera. Similarly, fantasy, myth and 
legend allows for the same levels of drama and characterisation 
in contemporary film and games.  Therefore, the use of a 
fantastical or mythical theme provided a link between traditional 
opera and popular forms of entertainment making it ideal to 
showcase the classical vocal technique in a way audiences would 
be familiar with and understand.  
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Dramaturgical structure 
While the narrative themes remained reasonably 
constant, the dramaturgical structure of the narrative changed 
considerably throughout the creative development.  The initial 
structure for Metromorphosis I was modular. As the work was 
designed to be viewed by passing audiences and communicated 
primarily through movement, dramaturgical structure consisted 
of stand-alone segments as opposed to a linear story. The 
segments in Metromorphosis I were snapshots within a day cycle. 
The modular nature of the work meant that segments could be 
included or excluded without affecting the main theme.  
 
Non-linear interpretive narrative 
The episodic nature of the first iteration inspired the 
dramaturgical structure for the second iteration. Like 
Metromorphosis I, the narrative for Metromorphosis II 
concentrated on individual mini-stories. However, as seen in 
diagram 7.1, the narrative structure was also influenced by 
increased use of visual semiotic tools, particular ideas around 
environmental theatre and creating an immersive performance 
space.  As can be seen in this entry from my reflective journal, my 
goal was to create mini-narratives within an immersive world: 
The work (Metromorphosis II) is designed to be a world 
and inside the world there exists creatures and elements 
that affect them. It’s not supposed to be a running 
narrative, it’s supposed to be like looking into an 
apartment block and seeing what’s happening inside the 
windows. So sections will light up, our light bringer, she is 
the sun, she will light up sections and we will see what is 
going on in that section and that will be the narrative 
(mini-stories). The underlying narrative is the emotional 
content because you are not supposed to necessarily 
understand the characters, but what you are supposed to 
get from it is emotional content, what is affecting them, 
what are you feeling, are you feeling love, what forces 
aren’t they able to control (Steele, J., Reflective journal, 
15th September 2013). 
 
The first half of this quote suggests a relatively 
straightforward structure; however, the second half reflects a 
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desire to offer audiences symbolic or highly interpretive mini-
narratives instead of clearly defined stories. The aesthetic 
decision to focus on creating an interpretive experience instead 
of story was influenced by the game Journey (2012). While 
Journey does have a linear progression, the game is characterised 
by its rich environments and the visual aesthetic of the world 
itself. The lack of language, explanation and reliance on symbolic 
meaning to understand the game’s universal theme of the ‘hero’s 
journey’ was also congruent with my desire to use musical motifs 
and movement over language as the primary semiotic tools. It 
also opened the performance up to interpretation. One of the 
reasons the game Journey (2012) is so successful is because it 
offers audiences an individual or shared emotional experience 
that they can then discuss with others (Guyker, 2014, p. 4). By 
making the narrative more obtuse, it is possible that the personal 
experience would be enhanced through the ability to create 
individual interpretations that could then be shared. 
  For audiences to fully experience the mini-narratives in a 
‘world’ as they would in a game, the physical performance 
environment needed to be convincing and immersive. While 
some consideration was given to the performance space and 
audience position, I did not devote enough time or resources to 
creating the sort of physical space I needed for this narrative 
structure. Despite the heavy use of music and movement to 
communicate meaning, the inability to construct the world itself 
combined with an incomprehensible language made the non-
linear interpretive narrative overly complex and inaccessible. This 
iteration speaks to my choice of co-creator as it would have 
benefitted greatly from collaboration with a set designer to help 
create a more immersive experience.  
  
Linear narrative 
The lack of clarity in the Metromorphosis II narrative 
inspired a reworking of the dramaturgical structure for The Void 
and the Light. Instead of a non-linear interpretive narrative, the 
third iteration began with a linear narrative and a clear story arc. 
The clarity of the new narrative made it considerably easier on 
the choreographer to structure meaning into the movement, and 
encouraged creative practitioners to develop stronger visual cues 
in order to communicate the story. However, the linear nature of 
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the new narrative created problems. It became obvious that the 
movement and choreography were not going to be sufficient to 
communicate the story without strong musical cues. 
Unfortunately, the bulk of the music had been written for the 
interpretive narrative of Metromorphosis II and was not only 
segmented but, as will be discussed in section 7.1.3, was highly 
atmospheric in nature. While some attempts were made to 
rewrite the music to suit the new linear narrative, a looming 
performance date and tight production schedule made extensive 
rewrites impossible. 
Due to time constraints and issues communicating the 
new narrative through movement and music, I made the 
strategic decision to add an English-speaking narrator. Spoken 
dialogue is a characteristic of German Singspiel7 and has been 
used with more frequency in modern and contemporary opera. 
The use of spoken text made me uncomfortable because it was a 
significant departure from my original decision to have all of the 
                                                        
7 Singspiel is a German form of musical drama that combines spoken text with musical numbers. 
The form originated in the late eighteenth century and was largely associated with lighter or 
comic works however it is now typically recognised as a form of opera. The term Singspiel was 
text sung using the classical voice. Because I was worried about 
the inclusion of a narrator, I decided to make the text cryptic and 
ambiguous. My inability to see the complexity in the text I was 
creating reflects the esotericism I was attempting to avoid. This 
subjectivity has highlighted another area of my practice that 
would benefit from multiple perspectives and collaboration 
during both development and evaluation.  
 
Focus and balance 
It was obvious that a defined linear narrative made it 
considerably easier to develop music and movement language. It 
was also clear that communicating an intricate linear narrative 
without text requires careful use of these alternative semiotic 
tools and gave insight into the importance of balance. For 
example, the final production was a hybrid work that could 
potentially be viewed as a dance piece or as a vocal work, 
creating a different set of audience expectations in relation to 
largely abandoned in the mid nineteenth century as composers sought to distance themselves 
from the less serious form (Chalmers). 
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the importance of the text for understanding the narrative. 
Viewing the work as either a dance or a theatrical piece can alter 
the reaction to language and narrative as can be seen in the two 
peer reviews (see appendix 4a and 4b). In the first review, the 
reviewer saw the work as a dance piece; “for me, it felt like a 
dance show, so strong were the dance elements” (Reviewer 1, 
2nd December 2015, appendix 4a). This may account for the 
reviewer’s comments in relation to their understanding of the 
narrative: 
I felt uncomfortable with the narration. I felt it cut across 
the action. It did not help my understanding of the story 
and I was happy to enjoy what was a pretty basic narrative 
that could have done without it. It was also delivered with 
an unnecessary sense of poignancy and gravitas and 
insufficient focus on the story to be told… the challenge for 
this work was to bring an effective storytelling arc or at 
least a shape – even though it might be an abstract 
narrative – to the audience’s experience. By about the 
twenty-minute mark I longed for something new musically. I 
am sure that David Lazar has much to offer but if there is a 
compositional equivalent of a theatrical dramaturg, it 
would benefit this piece greatly (Reviewer 1, 2nd December 
2015, appendix 4a). 
 
The first reviewer focuses on music over language as the primary 
semiotic tool.  In contrast, the second reviewer views the work as 
a theatrical piece, which provides a different set of expectations 
in relation to understanding the narrative and language: 
Whilst the symbolic performance elements of gesture and 
movement went some way to inform the audience, the 
argument or intent represented by each of the natural 
forces remained elusive. The narrative, spoken as it was in a 
rather doggerel verse form, aided a little bit. But whilst the 
imaginative world was available to the audience, the simple 
question of what are they talking about remained in 
doubt... the use of international languages has 
compromised the ability of the audience to establish a 
narrative. Like it or not, this work is rhetorical, which 
suggests a debate that is designed to create the moral, 
spiritual, or political meaning. The collision of styles and 
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narrative forms do not, in the end, create a sufficiently 
coherent platform for this conversation (Reviewer 2, 2nd 
December 2015, appendix 4b). 
 
The comments from the second review indicate that if the 
work is viewed primarily as a theatrical piece or an opera, 
audiences are likely to search for meaning within the dialogue 
itself as these forms typically make strong use of textual 
meaning. This confirms my concerns about communicating an 
intricate linear narrative solely through movement and music 
and, given the lack of development time, justified the use of the 
narrator in the final production. More importantly, the peer 
reviews have highlighted the significance of focus and balance 
when using other disciplines. 
This research has demonstrated that if the work is to be 
seen as opera, vocalists need to be given appropriate focus. 
Regardless of the setting or strength of other semiotic tools, if 
there is an intended narrative, audiences expecting opera are 
likely to seek meaning within dialogue. For future practice, it 
would be worthwhile experimenting with alternative ways to 
communicate the dialogue and include a dramaturge in the 
creative team.  
 
7.1.3 Music 
My choice of composer for this project was primarily 
influenced by my aesthetic decision to use a diatonic musical 
language as a core structural element. As illustrated in figure 7.1, 
the lack of textual meaning also necessitated a musical language 
that was familiar and could convey meaning to a contemporary 
audience. As I was using narrative themes around fantasy and 
myth, I chose a film score composer who was familiar with the 
music of modern fantasy film and games, and could compose in 
this style. The ‘epic’ sound common in these scores is heavily 
influenced by the operatic scores of romantic composers 
creating a useful link between traditional operatic conventions 
and popular entertainment forms.  
Throughout the development of the work the composer 
made heavy use of familiar musical tropes and motif. The final 
score does include a diatonic tonal centre although there are 
instances where the tonality shifts into non-diatonic modes, for 
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example, the tonality of the Earth character closely aligns with 
the Bhairav Raga of Hindustani classical music. However, tonal 
shifts like this were not influenced by the need to make the work 
more complex and inaccessible, instead, they were descriptive 
and designed to help the audience better understand the nature 
of the characters.  
A major point of difference between romantic operatic 
repertoire and the music of film or games is the use of electronic 
instrumentation in the later. Using technology to create the 
music in all iterations of the final production allowed for 
significant experimentation with sound design and helped create 
a highly immersive acoustic environment. The use of electronic 
sounds and atmospheric pads provided a contemporary element 
to the composition that would be difficult to achieve using a 
traditional orchestra. The electro-acoustic soundscape captured 
the ‘epic’ aesthetic of fantasy film and game scores and worked 
well with the unusual timbre, range and style of the operatic 
vocal technique. The combination of the soundscape and the 
classical voice enhanced the fantastical nature of the characters 
and allowed the development of descriptive vocal lines and 
motifs that could act as familiar signifiers.  
The use of a film score composer did not hinder the 
development of the vocal lines because the composer was 
present during task, development and rehearsal sessions, and 
was able to gain continuous feedback from the singers. Vocal 
lines were immediately flagged if they were overly simplistic, too 
difficult or did not work with the voice type.  As a result, the 
complexity, range and technique used for the vocal parts were 
what I considered suitably ‘operatic’ even though the singers 
performed using microphones against a recorded soundscape.  
The rigidity of a recorded backing did present a challenge 
as the classical vocalists were accustomed to singing with a 
flexible live accompaniment. Through experimentation with 
various styles during second iteration, the composer and I 
determined that vocal pieces could contain rhythmic structure 
but should be fluid enough to allow a level of vocal 
interpretation. This fluidity, combined with the non-linear 
interpretive narrative as discussed in section 7.1.2, resulted in 
atmospheric compositions that vocalists could sing within and 
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not to. This was an unexpected benefit of the compositional style 
and added a dynamic element to the performance because 
vocalists did not feel constrained by needing to hit musical cues.  
The combination of the classical voice with contemporary 
elements and electro-acoustic instrumentation was noted in the 
peer review:  
The piece is almost entirely sung and musically it is quite 
sophisticated, using a comprehensive set of contemporary 
influences: world music, opera, eastern modal patterns and 
instrumentation. For the most part, these elements fit 
together well and there are moments in the score that are 
lyrical and complex and always quite beautifully sung 
(Reviewer 2, 1st December 2015, see appendix 4b). 
However, the reviewer goes on to say: 
Tonally, the piece has a languid, almost ethereal pace. 
There’s a feel of film score about it that, for me, created a 
static aural landscape. This, combined with the obscurity of 
the character’s allegorical role, created a rather ponderous 
and eventually, disappointing experience (Reviewer 2, 1st 
December 2015, see appendix 4b). 
Despite the success in a creating a cinematic musical aesthetic 
style, the final score for The Void and the Light highlighted the 
importance of having a strong linear narrative, particularly when 
using a composer who is accustomed to writing for film.  
The initial concept for the world of Metromorphosis was, 
in the composer’s words, “vague”. The scores used in the final 
production had been composed for individual segments in 
Metromorphosis II (see appendix 2).  Themes and motifs had been 
developed in Metromorphosis II but the highly interpretive and 
modular nature of this iteration meant that these themes had 
only been strongly developed for place and character. Subtler 
expositions of linking themes and motifs had not been necessary 
as the structure was non-linear.  
In the final iteration, these individual segments were 
combined in a new way to construct the linear narrative for The 
Void and the Light (see appendix 3). While the music could be 
modified, the production schedule did not allow for significant 
rewrites. This affected the ability of the score to create meaning 
and communicate the new narrative because there were 
significant changes to both character and motivation. Elemental 
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characters, for example, had strong identifiable motifs but the 
Void, the Light and the Creatures, did not.  Therefore, audiences 
had to rely on visual cues only to interpret the motivations of 
these characters. If the composition had been truly filmic in 
nature, themes for these important characters would have been 
running throughout the work as leitmotif to solidify the wager 
concept and help audiences identify what was ‘good’ and what 
was ‘bad’. Instead the score became a tool to create atmosphere 
and was inadequate in communicating how the pieces fit 
together in sequence.  
The disconnection with the work’s overarching narrative 
in combination with the highly atmospheric nature of the music 
resulted in a score that lacked dramatic and dynamic shift. The 
composer noted this himself and when asked in interview if he 
would have done anything differently, he suggested that he may 
“try to grab people's attention more and have less long ambient 
sections in a piece which some people might not be able to 
interpret” (Composer, Interview, 25th April 2015). The lack of 
dynamic shift in the score was also noted in the second peer 
review of the work: 
There were a number of moments where I thought there 
was going to be the change of mood I craved – the start of a 
body percussion was one moment - but then we returned to 
the same style. For those inside or close to the work the 
changes and nuances might have been there, but after 
about thirty minutes there was not much that was different 
on offer. Given the episodic nature of the piece, a visit to 
Elgar’s ‘Enigma Variations’ or some of the song cycles of the 
Romantic composers might be able to give a nod to the 
variety that helps to hold the audience’s interest more 
strongly (Reviewer 1, 2nd December 2015, see appendix 
4a). 
  
Complications with dynamic shift and musical continuity 
could have been resolved with a longer production schedule. As 
seen in figure 7.1, when collaborating with a film score composer 
to create a descriptive and familiar musical language for 
audiences, it would be ideal to enter into development with a 
clear narrative at the outset.   
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7.1.4 Performance 
As discussed in chapter four, developing a live 
performance was a core structural element for this project. My 
initial focus was to find alternatives to the traditional proscenium 
arch format and experiment with the audience-performer 
relationship. As seen in figure 7.1, the use of movement as a 
semiotic tool was a focus for performance due to a lack of 
textual meaning.   
 
Developing a movement language 
Using dance as a visual semiotic tool was planned from 
the outset of the project although creating meaning through 
movement was initially limited to dancers only. A strong 
emphasis on physicality and movement to convey the ‘story’ in 
the second iteration required meaningful movement from both 
the physical performers and the vocalists. An increased focus on 
movement was difficult for the vocalists who normally rely on 
text. Vocalists were eventually able to find their character’s 
physicality, but the use of English translations within the libretto 
hindered the ability to successfully develop movement language 
as a strong narrative tool. There was a tendency for the vocalists 
to unconsciously rely on communicating the text despite the fact 
that audiences would not be able to understand it.  
For future creative practice it would be worthwhile 
exploring alternatives to using native language to develop 
characters and characteristics. For example, if the initial 
streaming exercises had translated ideas musically though sound 
improvisation or physically through movement, the compulsion 
for the vocalists to use text as the primary tool to create meaning 
may not have been as strong. 
 
Creating an informal space 
When examining alternatives to the traditional 
proscenium arch format, the performance space had to be both 
informal and immersive. I chose the Block at QUT Kelvin Grove as 
the venue for the final production because it was a large 
warehouse-style space and offered a lot of flexibility for staging 
and audience configuration. As a venue, the Block is unobtrusive 
and can be quite difficult to find as it is set back into a building 
without a foyer or ticket booth. There is a single entrance into 
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the space itself and no formal area for socialisation. The 
understated nature of the Block as a venue is in stark contrast to 
the lavishness of traditional opera houses where socialising 
before the show has become part of ‘going to the opera’ and 
helps establish theatre etiquette. The open stage format offered 
by the Block’s warehouse space also allowed me to seat the 
audience on cushions on the floor. The intention was to provide a 
relaxed atmosphere in the hope that audiences would feel less 
constrained by theatre etiquette and more immersed within the 
world itself.  
Using a non-traditional black box space and open stage 
configuration was successful in moving away from the 
proscenium arch format. In relation to creating a less formal 
experience, the performance style and narrative did not offer 
audiences adequate opportunity to react in a less formal manner, 
for example, through clapping or cheering.  Therefore, it is 
difficult to determine if the staging configuration affected 
audience member’s views on theatre etiquette or if they still felt 
confined to the same ‘rules’ that dictate proper behaviour for an 
operatic performance.  
Creating an immersive space 
Creating a more immersive space for the second and final 
iterations aimed to offer a heightened experience of the created 
world by placing audiences within the performance space itself. 
Through the use of props and circular movement around the 
audience I was able to create a three dimensional performance 
space. There were however, issues with seating configuration 
and sight lines due to the increased number of spectators and 
limited seating available in the venue. The dense seating 
configuration created a clear ‘audience space’ and ‘performer 
space’. As a result, the opportunity for performers to physically 
interact with spectators decreased. This decreased interaction 
made it difficult for the dancers to establish the idea of 
community, limited the ability for the dancers to provide clues 
that the audience were part of the world, and even acted as a 
physical barrier to audience members who may have wanted to 
enter the performance space.  
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In retrospect, it would have been more beneficial to have 
had fewer spectators and position them much deeper into the 
space itself (see figure 7.2). This would have created a more 
dynamic environment for performers to move around in and 
would have permitted some of the pre-performance audience 
engagement techniques explored in Metromorphosis II.  The 
spacing shown in figure 7.2, would have also removed the 
delineation between audience and performance space, and 
increased the opportunity for physical contact between 
spectator and performer to create a more interactive space. 
 
 
 
 
  
Suggested audience seating 
Figure 7.2: Alternative stage plan for The Void and the Light 
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While neither reviewer saw the performance live, the 
concept of optimising the space for audiences was echoed in the 
first review: 
The sense of envelopment that characterised the opening 
sequence both visually and aurally was particularly 
impressive. I realise that the production was restricted to 
some extent to the use of the available venue. I would love 
to see it presented on a site specific basis with the audience 
configured to optimise the immersive experience (Reviewer 
1, 2nd December 2015, appendix 4a). 
  
Creating an immersive performance 
  My goal for the final production was to not only create an 
immersive space but to create an immersive performance by 
asking audience members to actively participate in the 
performance and determine the ending. For theatre to be 
immersive, the work has to “enable the audience to be willing 
participants, to invite curiosity and complicity” (Machon, 2013, p. 
278). If spectators are not given clear indications that they are 
allowed to participate or instructed how to participate, they 
cannot be expected to engage with performers or enter the 
performance space.  
In showings of Metromorphosis II the dancers moved into 
the audience space and interacted with spectators prior to the 
performance. This interaction suggested a level of 
communication and physicality existed between performer and 
spectator. In The Void and the Light, I attempted to replicate the 
interaction between performers and spectators by encouraging 
dancers to move through the audience space and reach out to 
audience members throughout the performance. I also inserted 
cues into the narration that suggested audience members were 
also ‘creatures’ and added physical props to the performance 
that would help create a feeling of shared space.  
Unfortunately, the verbal cues from the narrator were 
quite obtuse and as discussed previously, the issues with seating 
made it difficult for performers to interact with the audience. 
There was also a clear start to the show when the performers 
entered on to the main stage area. In the Metromorphosis II 
iteration, the pre-show interaction helped build the audience-
performer relationship. Without this interaction there was no 
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way for audiences to understand that they were also supposed 
to be creatures. Participation was extremely limited as a 
consequence of these combined issues. This project has 
highlighted the importance for establishing a contract for 
participation at the outset of a performance. It is important that 
audiences know that they can participate and how they can 
participate. Both are essential when attempting to enable 
audiences within a performance space. 
Despite the issues with audience participation in this 
project, the potential for using immersion to help navigate the 
narrative is high.  Creating new work in a small company 
environment with a restrictive budget is always going to place 
serious limitations on venue and creating 
immersive sets and performance environments. However, 
experimenting further with different types of pre-performance 
engagement and looking into alternative forms of audience 
participation would be beneficial to creating a truly immersive 
experience.  
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My research was driven by a desire 
to break away from the highly codified 
nature of my field and avoid the 
complexity I have perceived in other 
contemporary productions. When 
reflecting on my aesthetic judgement in 
relation to my creative vision, it became 
apparent that there were four key factors 
that heavily influenced my decisions and 
the aesthetic structure of the final 
production. These four factors were: 
EXPERIENCE 
Immersive 
Participatory 
Site-Specific 
FAMILIARITY 
(Common-culture) 
Music style/tonality 
Narrative themes 
CLARITY 
Narrative Structure 
MEANING 
Language Movement 
Music language 
Visuals 
• The clarity of narrative and dramaturgical structure
• The familiarity of the aesthetic elements in relation to
the common culture of everyday experience
• The ability of the aesthetic elements to communicate
meaning
• The level of experience offered by the performance Figure 7.3: The Four-Point Model for Aesthetic Structure 
7.2 The Four-Point Model for Aesthetic Structure 
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Figure 7.4: Final aesthetic elements for the first two iterations 
plotted on the Four-Point Model for Aesthetic Structure 
The diagram in figure 7.3 illustrates the connection 
between these factors and how they relate to the aesthetic 
elements used in the development of the final creative work. The 
clarity of the narrative and the ability of the aesthetic elements to 
create meaning are reinforced by familiarity and experience to 
create a four-point model that can be used to assess potential for 
accessibility when creating new contemporary opera. As can be 
seen in figure 7.3, the smaller the area within the diamond, the 
more complex and inaccessible a work is likely to be for a 
mainstream audience. It is important to note that this model 
strictly focuses on potential accessibility and does not imply 
appeal; however, there is a strong correlation between 
comprehension and the ability to appreciate art  (Bourdieu, 1993, 
p. 216). 
Plotting the final aesthetic elements for Metromorphosis I 
and Metromorphosis II (see figure 7.4) results in small shaded 
areas suggesting both iterations were reasonably esoteric 
despite efforts to decrease complexity through the use of co-
creators and popular culture tropes.   
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Plotting the final aesthetic elements for The Void and 
the Light (see figure 7.5) shows a larger shaded area due 
to the increased clarity of the narrative. However, the 
unfamiliarity of the classical voice, the use of obscure 
language and the inability to effectively implement 
immersive elements still impacted on the overall 
accessibility of this production resulting in a reasonably 
complex work.  
While this four-point model is useful for 
estimating the potential accessibility of a finished work, 
the model’s true significance lies in its predictive nature. 
Using the four-point model at the beginning of a project 
or throughout the development of a project, provides a 
roadmap for choosing aesthetic elements, disciplines or 
potential collaborators.  This is particularly useful for 
collaborative projects where new aesthetic elements 
are continuously emerging. Using the model at the 
outset and throughout development of this project 
would have provided a guide to assess aesthetic 
elements as they emerged or were implemented. 
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Figure 7.5: Final aesthetic elements for The Void and the Light plotted on 
the Four-Point Model for Aesthetic Structure 
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7.3 Using collaboration to encourage innovation 
Using the four-point model of aesthetic structure 
discussed in the previous section requires a level of objectivity 
when choosing or assessing aesthetic elements. However, as 
discussed in the literature review, sometimes objectivity can be 
difficult and using multiple perspectives can be more 
advantageous. This section reflects on the three collaborative 
models I used to develop the final creative work. I examine the 
effectiveness of each model and present my own collaborative 
model for the creation of new interdisciplinary work using 
medium-sized ensembles. Finally, I explore how this collaborative 
model could be used in conjunction with the four-point model for 
aesthetic structure to develop new contemporary opera. 
7.3.1 The assistant model 
For Metromorphosis I, I used the assistant model for 
collaboration. As seen in figure 5.2, this used a conveyer-type 
process where individuals from different disciplines worked on 
the project separately. As the director, I was creating concepts 
and asking others to implement them. When looking at figure 7.1, 
there is a noticeable lack of flow between the different aesthetic 
elements because individuals were only working within their own 
discipline. 
Shared language 
The lack of flow between the different disciplines can be 
attributed to the fact that the assistant model did not provide 
any mechanism for creating shared languages.  Without a shared 
language or vocabulary, communication between disciplines is 
problematic and creates issues when attempting to implement 
ideas. For example, my ability to communicate with the 
choreographer was severely limited by my lack of knowledge in 
the technical language of contemporary dance, and her lack of 
knowledge about the singers’ physical capabilities. When 
attempting to implement my idea of dual roles, the 
choreographer had a clear understanding of the concept, but 
was not able to make it work effectively because the practicality 
involved an interaction between dancer and singer that none of 
the creative practitioners were familiar with.  
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The absence of a shared language or common 
performative vocabulary evidenced a major flaw in the assistant 
model when working with disparate disciplines. The other issue 
that emerged with this model was motivation. 
 
Motivation 
Given the conveyer-style of the collaborative model used 
for the development of Metromorphosis I, individuals within the 
creative team were often asked to execute concepts or 
implement solutions without being offered the opportunity to 
use their own experience to co-determine what the best concept 
or solution might be. The lack of collaboration at the concept 
stage restricted choice for creative practitioners, made it difficult 
to look at concepts from other perspectives and ultimately 
affected motivation because they were essentially being told 
what to do. Instead of being intrinsically motivated by “sheer 
enjoyment, interest or personal challenge of the task itself” 
which is positively linked to creativity (Hennessey & Amabile, 
2010, p. 581), some individuals were extrinsically motived by the 
need to hit an outlined brief in a short amount of time. Decreased 
creativity has been linked to commissioned work, particularly 
when artists feel like they are being constrained (Amabile, 1996, 
p. 117).  
The fact that the assistant model encouraged extrinsic 
motivation over intrinsic motivation created a poor collaborative 
environment and suggested the need for an alternative 
collaborative model when working with disciplines from 
completely separate domains.  
 
7.3.2 The partnership model  
The partnership model used in the second iteration was 
vastly superior to the assistant model in relation to creative 
output and the generation of new ideas. Figure 7.1 demonstrates 
the high level of flow between the separate aesthetic elements 
due to the increased integration of disciplines. Much of this can 
be attributed to the heavy use of workshops and tasks-based 
activities, which solved the problem of disparate domain 
languages, fostered intrinsic motivation and encouraged co-
creation of concepts and ideas.  
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Creating shared language and the importance of play 
Workshops allowed creative practitioners to develop 
shared performative languages and provided much of the raw 
material for tasks. Unstructured ‘play’ became an essential 
element for workshop sessions as it allowed individuals to try 
new things in a safe space where risk-taking was encouraged and 
nothing was considered a mistake or a failure. The biggest issue 
faced in workshops appeared to be a reluctance of some 
individuals to let go of personal inhibitions and play. The 
reluctance to play always involved activities outside the 
individual’s discipline and was often a consequence of being the 
focus of attention. The workshops provided an early indication of 
those individuals who had difficulty with play. They also 
attempted, with varying degrees of success, to break down the 
inhibition to play as this facilitated bonding and increased 
creativity during other activities.  
Task activities, conducted with the benefit of shared 
performative languages, led to novel ideas and encouraged 
creative practitioners to think outside their comfort zones. Tasks 
were also self-perpetuating, in that individuals, particularly those 
in the creative team, learned to combine workshop and task 
ideas to create new workshops and tasks. This led to a 
continuous generation of new ideas that could be documented, 
shared and evaluated. 
 
Organisational issues  
While there was an increased generation of new ideas and 
a high level of group creativity in the second iteration, there were 
relational process and organisational structure issues that 
affected the collaborate process.  
This iteration used a reasonably large cast (initial 
workshops included up to twenty-two individuals). The creative 
practitioners involved were not all at the same skill level and had 
varying degrees of creative input. The size of the cast combined 
with the various levels of experience and participation created 
some issues around communication and group dynamic. 
However, the main issues when implementing this model had to 
do with organisational structures and processes (leadership, goal 
articulation, rules and time management).  
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Leadership, communication and expectations 
The leadership team for this iteration included the 
composer, choreographers, and myself as the director. A lack of 
professional working history between some members of the 
leadership team created a situation where communication was 
often guarded and hesitant. More importantly, unfamiliarity 
between members of the creative team led to miscommunication 
and misunderstandings.  Despite clearly scheduled performance 
outcomes, there was some confusion around the intended goals, 
which affected the collaborative process as illustrated by the 
following quotes from the choreographers: 
I thought we would have more flexibility and not worry so 
much about the presentation at the end but focus on what 
explorations we could explore in the moment without a 
goal in mind. The goal would be to see what came out of 
experimentation I guess. It became less of a collaborative 
thing and more of a commission (Choreographer 1, 
Interview 29th May 2015). 
 
Some people call collaboration that whole idea that that 
person's made the music and this person's made the dance 
and we put them together on stage. I think it was 
definitely more than that. I think part of the reason 
perhaps that we didn't get to quite the same depth of 
collaboration was because we were pressured with 
outcomes… I anticipated it being less of an outcome or 
less of a formal outcome. I knew there would be outcomes 
but I think that shifted the approach I should have taken in 
the beginning. If I had been given a brief that said, we need 
to make it in this many weeks and this is the idea, more of 
a commission type thing, I would have approached the 
process quite differently.  (Choreographer 2, Interview 
15th June 2015). 
 
The failure of communication between members of the 
creative team and the obscurity of intended goals flowed on to 
the creative practitioners. As a result, there were occasions when 
individuals did not understand why they were spending time on 
particular activities that seemed purposeless. The following 
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quotes demonstrate how this lack of understanding led to 
frustration and affected motivation:  
Dancer: We didn't have a goal or an outcome at the end to 
go, well this is what they want. It was nice to play in the 
space for a while but because we couldn't really see where 
it was going I think that got frustrating. Like I said there 
was no final outcome that we could actually see the 
purpose behind the movement or the purpose behind 
whatever part of the show we were looking at (Dancer 2, 
Interview, 29th April 2015). 
 
Singer: I am a person that works to a deadline because I 
would put in my all for a deadline. I didn't know if I was 
going to show up on a Sunday, I was probably hung over 
and tired. If I had found out, 'ok you are going to do your 
song today and we are going to teach you this' I would 
have been like, awesome cool, great. But the 
choreographers would go, 'ok today we are going to put 
this ball of energy into you and see what happens'. I almost 
found it boring because I knew what the bloody ball of 
energy was going to do every week. I ran out of 
movements (Vocalist 2, Interview 7th May 2015). 
 
The organisational issues encountered in this iteration 
demonstrate the importance of strong and consistent leadership 
when using the partnership model. These issues also reflect the 
need for good communication, clear goal articulation and a well-
defined structure that is understood by all creative practitioners 
before development begins. Some of these organisational issues 
may have been remedied if I had included an initial stage with just 
the creative team or a small ensemble.  
 
Time management and the production schedule 
The development for Metromorphosis II included a cast of 
thirteen performers plus an additional five members of the 
creative team. Because creative practitioners were emerging 
performers and volunteering, there was an expected 
performance outcome, which placed a limitation on development 
time.  
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 As seen in appendix 1, the development occurred over a 
six-month period. Rehearsals, however, only occurred twice a 
week for the majority of that time. The original goal was to have 
the work ready for performance at the end of the development 
period. The logic behind this schedule was: 
1. A performance outcome was necessary for the volunteer 
creative practitioners to feel as if they were working 
toward a tangible and beneficial goal. 
2. My previous experience developing short works 
suggested that modular pieces without a running 
narrative could be developed in a relatively short period of 
time. 
3. Professional choreographers were being used to ensure 
streamlining of movement development. 
4. My previous experience working with the composer 
indicated that he was capable of producing the necessary 
music in this time. 
 
I made these assumptions based on my experience with the 
assistant model of collaboration, not a partnership model. New 
ideas in the partnership model were generated, selected and 
evaluated by everyone in the project; this was a complex and 
time-consuming process. As a result, the scheduling was not ideal 
because, even though the development period was quite long, I 
had not allocated enough hands-on time to fully explore all the 
ideas and concepts that were being generated. The over 
generation of ideas combined with a scheduled performance 
outcome meant I often made unilateral decisions to save time. 
This disruption to the collaborative process was noted by one of 
the choreographers:  
Because we wanted to put that production on at the end, 
there was less and less discussion about how we saw this 
section or that section working. You needed to put this 
together and we needed to back down and let you put this 
together… I couldn't keep fighting for something I really 
wanted because we had to sit back and let you present 
what you needed to present at the end of the day 
(Choreographer 1, Interview 29th May 2015).  
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Despite the complications with implementing the 
partnership model, it was still highly superior to the assistant 
model in terms of innovative output and the ability to generate 
new and novel ideas. All creative practitioners interviewed for 
this project felt as if they had high levels of input into the final 
product and benefitted from working with other disciplines: 
Composer: I collaborated with three different other artists, 
you as a director and singers and dancers. I worked with 
you, I had to listen to what your ideas were for this work 
and create something that would please your ideas and 
please your brief and fit the brief that you suggested to me 
which was flexible. There was a general outline of the tone 
and the general emotion but at the same time there was 
freedom for me to do anything.  Vague was the word that 
comes to mind before the depiction of what the scene is 
compared to a video where it's very clear, you can see 
exactly what's happening, what the emotion is on the face. 
This was a lot more open to interpretation with a little bit 
of a brief that would make me write in a style that would 
have to fit in the brief. We created together too, everyone 
created it to some extent, everyone had some input. It was 
restricted to an extent to fit that imagery that we created 
together (Composer, Interview 25th April 2015). 
 
Singer: Yes, certainly (I collaborated with other artists)! 
Working that close with a dancer was amazing. Working 
that close with acting coaches with dancing coaches with 
the director, we were all in it. The fact that you were 
directing and in it was really cool because you were in the 
same position as us. I feel like I collaborated with the 
composer a lot. He was really learning as well, he was still 
playing with melodies and learning our voice types so when 
we did sing some of his lines and they didn't work, he was 
very open to listening to why we wanted things to change 
and how they had to change. That was great. The fact that 
I got to sing text that I had written was amazing and 
collaborating on the language with you was excellent. I 
don't do acting; I do movement but have never done 
drama or anything like that so some of the acting games 
meant you were learning at the same time. Collaborating 
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with all fields, I haven't danced like that in years. It was 
really good, I felt like everyone was listening and 
contributing and we were growing because of it (Vocalist 1, 
Interview, 8th May 2015). 
 
Dancer: Yes, when we were working with the new 
choreographers, that was a nice collaboration because 
they were giving us new task ideas to work with, not only 
between the dancers but between the opera singers and 
the dancers as well and the opera singers together too. I 
don't think I did much work with the composer cause he 
already had the music. I got to collaborate with the actress 
in more of that sense, moving away from dancing and 
creating actual characters and how they would actually 
interact and think more rather than just dancing. Also 
when the theatre coach came in as well, collaborating with 
her and getting ideas again about moving away from just 
purely dancing and the movement, how a character can be 
created and how a character would interact with the space 
and how a character would interact with the other 
performers (Dancer 2, Interview, 29th April). 
 
Actress: Yes, I do think I collaborated with other artists. I 
created two separate clown scenes with dancers, one more 
successful than the other, which was mainly due to the 
dancers.  I taught acting workshops and clown workshops. 
I did a lot of work on character and movement. I 
collaborated with you and supported you in your vision.  It 
was blissful to work with you because you create such a 
vivid world for the performers to follow (Actress, 
Interview 31st July 2015). 
 
If anything, the model was too effective in terms of productivity 
and produced too many ideas for the limited development time. 
Without a solid narrative grounding the work in Metromorphosis 
II, it became difficult to maintain focus as new concepts 
continuously emerged.  With a smaller cast size and a solid 
narrative base, this model would be extremely beneficial to 
creative output and innovation. It is a model that would be 
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suitable for creative practitioners and researchers working in 
small groups where high levels of creative input are required and 
can be managed efficiently.  
For larger groups or ensembles, the partnership model 
requires clear communication and thoughtful articulation of 
process, goals and expectations at the outset. This model also 
requires an appropriate amount of time for ideas to be 
generated, and knowledge to be shared, developed and 
evaluated. The larger the ensemble, the more time will be 
necessary. This model would not be suitable for medium to large 
sized groups working on a tight, fixed schedule with a planned 
performance outcome.  
 
7.3.3 The hybrid model 
The hybrid model (see figure 5.13) used in the final 
iteration gave the best creative results given the state of the 
work at the beginning of the development phase, the size of the 
ensemble and the time available. The model provided a 
streamlined, efficient approach for goal-orientated problem 
solving across disciplines. This problem solving approach resulted 
in manageable creative output that was easily documented, 
shared and evaluated.  
Unlike the partnership model, where workshops and tasks 
were essential, the hybrid model only used workshops and tasks 
when solving problems. This goal-orientated approach gave 
flexibility to create shared languages and maintained good levels 
of communication between disciplines but would not be suitable 
for high levels of process-driven concept creation. The lack of 
exploratory workshops and task activities was not problematic 
for this iteration because I entered into the development phase 
with a clear set of goals, solid concepts and a clear vision. 
However, for projects that are not well defined or need creative 
input at the level of conceptualisation, the hybrid model may not 
be suitable because it only encourages the use of multiple 
perspectives in the construction stage when implementing pre-
selected concepts. 
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7.4 Presenting a new collaborative model 
7.4.1 The Multi-Level Model for interdisciplinary 
collaboration 
In relation to the research aims, the goal for using a 
creative collaborative model was to draw on multiple 
perspectives to generate new ideas outside my field. Over the 
course of this project, it became obvious that generating and 
developing new ideas requires a collaborative model that is able 
to accommodate both process-driven concept creation and goal-
orientated problem solving. This research also highlighted major 
issues that emerged around group size, production/development 
time and scheduling.  
As I typically work with volunteers in medium-sized 
ensembles (groups between five and twenty), using the 
partnership model would require an extended production time in 
order to adequately document, share and evaluate the 
continuous stream of ideas and aesthetic elements as they 
emerge.  For small ensembles, the full partnership model would 
be suitable, as the high levels of creative output could be 
managed. For medium sized ensembles or bigger, the hybrid 
model, with its ability to develop a shared language would be 
more efficient. However, this model relies on strong concepts 
from the start and focuses on goal-orientated problem solving 
over process-driven creation.  
For medium or larger ensembles without a strong creative 
vision or clearly defined aesthetic elements, a new model that 
includes co-creation at the concept stage but restricts the 
number of individuals involved is required.  
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This would result in a multi-level process to generate 
manageable levels of creative output (see figure 7.6). Based on 
this research, I have constructed a new model for medium to 
large ensembles for creative projects using multiple disciplines. 
This multi-level model for interdisciplinary practice is suited to 
creative projects with or without clear concepts at the onset of 
development.  
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Figure 7.7 presents a diagram of this multi-level model and 
illustrates how a creative project with a vague concept could 
develop using an ensemble of any size. The concept phase would 
use the creative team or small ensemble to develop the creative 
vision or narrative. Concepts would be grounded in shared 
language and pre-selected for suitability before reaching 
construction phase. This would give clear goals for the following 
phase while still allowing creative insight into how concepts are 
constructed and implemented.  
The multi-level model for interdisciplinary practice would 
also provide a useful framework for projects on a tight schedule 
as it gives the creative team and director an excellent level of 
control. Problems can be solved quickly with a clear focus or can 
move into a longer discovery phase as necessary. This gives 
flexibility in the amount of creative output allowing for easier 
management. On reflection, the multi-level model should have 
been used in conjunction with the four-point model for aesthetic 
structure to develop the narrative and concepts for The Void and 
the Light.  
While the partnership model in the second iteration was 
effective in using multiple disciplines to generate innovative ideas 
and new aesthetic elements, it was time consuming and 
frustrating for many of the creative practitioners. I believe it 
would have been more productive to work with multiple 
disciplines in a smaller ensemble over a shorter period of time to 
explore the original idea. The overarching concepts and aesthetic 
elements developed using this small ensemble, could have been 
assessed using the four-point model to determine the potential 
aesthetic structure of the work before taking them to a larger 
ensemble for further refinement and development.  
7.4.2 The Collaborative Aesthetic Flow Model 
Combined with the four-point model of aesthetic 
structure, the multi-level model for collaboration provides a 
powerful tool for the development of interdisciplinary work. 
Figure 7.8 provides a diagram of how these two models can be 
combined to create a collaborative aesthetic flow model for the 
creation of contemporary opera.  
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Figure 7.8: The Collaborative Aesthetic Flow Model for the creation of contemporary opera 
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The collaborative aesthetic flow model for the creation of 
contemporary opera uses the four-point model of aesthetic 
structure (see figure 7.3) as a predictive tool to guide initial 
aesthetic decisions based on core structural elements and the 
potential for accessibility. This collaborative model also uses the 
four-point model throughout the development of the work to 
continuously assess the suitability of aesthetic elements as they 
emerge through collaboration. The combination of multiple 
perspectives and continuous assessment when making aesthetic 
decisions forces objectivity and encourages creative practitioners 
to think outside their field or domain. This combination makes 
the collaborative aesthetic flow model and ideal model of 
practice for creative practitioners seeking to create both 
innovative and accessible contemporary opera.  
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This research was motivated by my desire to create 
innovative new opera that would resonate in a contemporary 
setting. The development and production of The Void and the 
Light has highlighted the importance of familiarity, clarity, 
meaning and experience when attempting to create accessible 
work. It has also exposed the difficulties of viewing decisions 
objectively and trying to break away from the highly codified 
conventions of a field. This research has revealed the 
effectiveness of collaboration as a model of practice that not 
only encourages objectivity but significantly increases both 
individual and group creativity.  
In relation to disrupting the conventional format of opera, 
the use of popular culture tropes had varying degrees of success. 
When making aesthetic decisions, the reluctance to abandon 
particular conventions or aesthetic elements was particularly 
noticeable when decisions or evaluations were not collaborative. 
Sole evaluation often resulted in subjective decision-making 
based on individual aesthetic values. This type of subjective 
evaluation can hinder innovation and accessibility, and could 
present an issue for the multi-level model of interdisciplinary 
collaboration proposed by this research. For future research 
using the multi-level model, it would be beneficial to experiment 
with the final evaluation stage and potentially rework the model 
to include more individuals to increase objectivity.   
  While I had anticipated issues with attempting to disrupt 
the format of opera, I was underprepared to manage my 
inexperience when incorporating so many new elements into my 
existing practice. Trying to restructure the music, language, 
narrative and performance provided an excellent opportunity to 
increase my own skill set and resulted in a wealth of new 
techniques. However, for future research, it would be more 
constructive to focus on a single element of performance 
CONCLUSION AND FURTHER RESEARCH 
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language to ‘restructure’. Concentrating on a single element 
would mitigate issues caused by such a drastic transformation of 
practice and allow for a much deeper level of interrogation when 
collaborating with other disciplines. Limiting aesthetic variables 
for future research and creative projects would also allow 
focused testing of the four-point model for aesthetic structure. 
This research has suggested the potential of the four-point model 
for predicting the accessibility or complexity of creative work. 
Further testing of this model using audience reception strategies 
would provide useful confirmation of the model’s suitability as a 
predictive or evaluative tool.  
On consideration of the final production in relation to my 
creative vision, I believe that the work is still incomplete. This can 
be largely attributed to the fact that development began without 
a solid dramaturgical concept and narrative continuity was not 
maintained throughout the project. The lack of continuity 
essentially created three works, instead of one single work that 
could be built upon. Difficulty solidifying the narrative has 
emphasised the importance of a strong, clear concept when 
entering into the development of a creative work with limited 
production time and a scheduled performance outcome. Perhaps 
the most disappointing aspect of the final performance was 
knowing the intention behind the final iteration of the work but 
being unable to communicate it clearly due to production 
schedule constraints.  
 A strong initial concept or narrative would have also 
created a solid scaffold for the partnership model of 
collaboration. One of the major issues in the second iteration was 
the continuous generation of too many ideas. This was 
compounded by the size of the ensemble, time restrictions and 
difficulty communicating goals. For future research or creative 
practice, it would be worthwhile exploring the use of the 
partnership model for the development of work with a clear 
narrative. However, the multi-level model for interdisciplinary 
practice proposed by this research would provide an excellent 
structure for creative practitioners developing new work with or 
without a strong concept or narrative at the outset.  
Combined with the four-point model of aesthetic 
structure, the multi-level model for collaboration becomes a 
powerful tool for the creation of contemporary opera. The 
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collaborative aesthetic flow model proposed by this research is 
particularly suited to ensembles working with set production 
schedules or limited resources. The model is also flexible and 
contains multiple points of assessment making it extremely 
valuable to high risk, or high investment creative work like opera. 
In the words of Leonardo Di Vinci “one can have no 
greater mastery than the mastery of oneself”. Over the last four 
years I have not only gained valuable tools to assist my creative 
process, I have developed a deeper understanding of my practice 
and myself as an artist. The collaborative model developed 
through this research is not only valuable to the future of my 
practice as a creator of contemporary opera, it is valuable to any 
creative practitioner seeking to increase their own creativity, 
objectivity and creative rigour when developing new 
interdisciplinary work.  
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PARTICIPATING ARTISTS 
METROMORPHOSIS I 
Creative Team 
   Director and Librettist: Jordin Steele 
   Composer: David Lazar 
   Choreographer: Stephanie Pokoj 
   Costume Designer: Fiona Trease 
   Choir Director: Dr Debra Shearer-Dirié 
   Makeup Design: Jordin Steele 
Vocalists 
   Lead Moth: Bethany Shepherd 
   Moth: Ashleigh Maclaine 
   Moth: Anastasia Bickel 
   Moth: Sebastian Maclaine 
   Fusion Choir 
Dancers 
   Lead Moth: Mayu Muto 
   Ant: Myles Newton 
   Moth: Robert Flehr 
   Ant: Emma Taylor 
   Ant: Nina Palibrk 
   Moth: Dimity Fraser 
   Moth: Brianna Hatter 
Musician 
   Cello: Wayne Jennings 
METROMORPHOSIS II 
Creative Team 
   Director and Librettist: Jordin Steele 
   Composer: David Lazar 
   Choreographers: Lizzie and Zaimon Vilmanis 
   Costume Designer: Fiona Trease 
   Makeup Design: Jordin Steele 
   Theatre Coach: Johanna Fluhrer 
Vocalists 
   Earth: Jordin Steele 
   Flowing Water: Ashleigh Maclaine 
   Still Water: Josh White 
   Gentle Wind: Kate Joy Stuart 
   Cutting Wind: Liam Klemenc 
Actress 
   Sun: Crystal Arons 
Musician 
   Death: Nicholas Ng 
Dancers 
   Bird Creature Stephanie Pokoj 
   Water Creature Michael Smith 
   Water Creature Zachary Lopez 
   Water Creature Chloe Lanham 
   Aggressive Creature Robert Flehr 
   Aggressive Creature Dimity Fraser 
THE VOID AND THE LIGHT 
Creative Team 
   Director: Jordin Steele 
   Composer: David Lazar 
   Choreographer: Stephanie Pokoj 
   Costume Designer: Fiona Trease 
   Lighting Designer: Daniel Anderson 
   Sound Designer: Dan Sugars and Kyle Dixon 
   Operator: Ray Milner 
Vocalists 
   Earth: Jordin Steele 
   Flowing Water: Bree Meara-Hendy 
   Still Water: Josh White 
   Gentle Wind: Kate Joy Stuart 
   Cutting Wind: Liam Klemenc 
Actress 
   Light: Crystal Arons 
   Narrator: Kate Logan 
Musician 
   Void: Nawres Al’Freh 
Dancers 
   Leif: Stephanie Pokoj 
   Neyen: Chris Misfud 
   Yindela: Kayla Fritz 
   Harmut: Sheree Fitzgerald 
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Appendix 1: Metromorphosis II Development Schedule 
DATE ARTIST ACTIVITY 
Jun 09 All Cast Meeting 
Jun 18 DS Contemporary dance 
Jun 23 All THEATRE WORKSHOP 
- Rhythm and human locomotion.  
- Strength, agility, balance.  
- Animal walks: Get rid of the human--thing.  
- Mime and articulation: create something out of nothing 
MOVEMENT WORKSHOP Ball of energy, understanding body articulation 
Jun 25 DS TECHNIQUE Contemporary dance 
Jun 30 All GROUP DISCUSSION – Costumes 
MOVEMENT WORKSHOP Ball of energy. Movement and sound exercises. 
TASK BASED WORK  
- Streaming exercises 
- Using language to development movement ideas. 
Jul 02 DS TECHNIQUE Contemporary dance 
Jul 07 All THEATRE WORKSHOP  
- The theatrical dimension: Be bigger than life.  
- Own the space: Movement that captivates and tells stories  
- Dramatic tension: How to create it, keep it, build it  
- It’s your turn: Passing or taking focus to a colleague on stage 
DIRECTION WORKSHOP Personality traits and role development 
MOVEMENT WORKSHOP Sound and movement 
Jul 09 DS Contemporary dance 
Jul 14 All 
 
 
 
COMPOSITION WORKSHOP Creating sounds with the body 
TASK BASED WORK 
- Character improvisation, working in groups to generate ideas on story and relationships 
- Steaming exercise 
GROUP DISCUSSION Characters 
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Jul 16 DS Contemporary dance 
Jul 21 Al 
DS 
 
 
 
 
 
 
 
CT 
THEATRE WORKSHOP  
- Musicality and timing.  
- Thinking on your feet: Spontaneous creativity.  
- No need to hide mistakes: make them the highlight of the show. 
MOVEMENT WORKSHOP Movement and sound 
DEVELOPMENT 
- Evaluation and further development of the task based work from the previous week. 
- Using streaming sentences. 
SET CHOREOGRAPHY  
EVALUATION 
Jul 23 All Partnering workshop to help with contact and spatial awareness 
Jul 28 All 
 
 
 
 
 
 
CT 
THEATRE WORKSHOP 
- Physicality of character: physical structures that create believable characters  
- Interpretation of mask and make---up 
- Emotion: let the audience in on how you feel without a facial expression, or a word 
- Believable anger: the audience wants passionate characters, not passionate actors. 
MOVEMENT WORKSHOP Movement and sound: creating partnerships 
DEVELOPMENT and REHEARSAL Expanding on ideas from the previous week 
EVALUATION  
Jul 30 All WORKSHOP Partnering to help with contact and spatial awareness 
Aug 04 All 
 
 
 
 
 
CT 
CLOWN WORKSHOP Group play and improvisation 
TASK WORK 
- Vocal improvisation 
- Clown improvisation 
- Movement tasks using sound to drive movement  
DEVELOPMENT of ideas from task work 
EVALUATION 
Aug 06 All WORKSHOP Partnering to help with contact and spatial awareness 
Aug 11 All 
 
 
TASK WORK Developing ideas for Ritual 
DEVELOPMENT 
- Wind and Flowing Water pieces 
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CT 
- Erhu Music for the end of the Wind piece 
EVALUATION 
Aug 13 All 
DS 
CLOWN WORKSHOP Open play into partnering exercises 
DANCE TECHNIQUE with choreographer 
Aug 18 All 
 
 
 
 
 
CT 
THEATRE WORKSHOP 
- Dramatic tension Second instalment: in duos  
- Lose the audience and you’re dead: How to keep them with you  
- The audience’s imagination: Capture it, play with it. 
DEVELOPMENT Movement for Ritual and Still water pieces 
TASK WORK Concept development for characterisation and clown improvisation 
EVALUATION 
Aug 20 All 
SS, CP 
CLOWN WORKSHOP Open play and partnering exercises 
VOCAL TECHNIQUE with Indian classical instructor 
Aug 25 All 
 
CT 
CLOWN WORKSHOP Group play and improvisation 
DEVELOPMENT AND REHEARSAL for Fight, Wind, Flowing water and Still Water pieces 
EVALUATION 
Aug 27 SS, CP CLOWN WORKSHOP Open play and partnering exercises 
VOCAL TECHNIQUE with Indian classical instructor 
Sep 01 All DEVELOPMENT AND REHEARSAL Flowing Water, Ritual and Wind pieces 
TASK 
- Movement task work for Earth 
- Task based activities for dancers performing with clown 
EVALUATION 
Sep 03 DS TECHNIQUE Contemporary dance 
Sep 08 All 
 
 
 
 
 
 
CT 
THEATRE WORKSHOP 
- Interpretation of a full face mask  
- Dynamic justification: learn what to do and why it works  
- Bringing a mask to life and giving it a world of its own where the actor disappears  
- Scene creation: using mask. 
DEVELOPMENT Earth piece 
REHEARSAL Ritual and Wind pieces 
EVALUATION 
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Sep 10 SP Earth and Flowing Water pieces 
Sep 15 All 
 
All 
CT 
REHEARSAL All pieces 
SHOWING Ritual, Wind, Flowing Water, Still Water, Partial Earth and Fight plus clown pieces.  
GROUP DISCUSSION Narrative  
EVALUATION 
Sep 22 All GROUP DISCUSSION Development so far 
DEVELOPMENT Still water, Wind, Earth and Clown pieces 
Sep 24 SP REHEARSAL Still Water and Flowing Water plus open rehearsal space for any other artists who want to go over work 
Sep 29 SP 
CT 
DEVELOPMENT Earth, Fight and Evolution 
EVALUATION 
Oct 01 SP REHEARSAL All pieces 
Oct 06 SP VOCAL WORKSHOP 
- Breathing 
- Projection and voice with movement 
DEVELOPMENT Character physicality in Wind main roles 
REHEARSAL All pieces 
Oct 08 SP REHEARSAL Evolution and Fight 
Oct 13 All 
 
 
 
CT 
REHEARSAL 
Ritual, Wind, Flowing Water, Still Water, Evolution, Clown pieces 
GROUP DISCUSSION 
Group discussion for the clown pieces 
EVALUATION 
Oct 20 All REHEARSAL All pieces 
Oct 27 All REHEARSAL All pieces except Fight 
SHOWING 
GROUP DISCUSSION 
Nov 3 MS REHEARSAL for musician, vocalists and composer only 
DEVELOPMENT looking at Storm for vocal range and suitability 
Nov 10 MS REHEARSAL for musician, vocalists and composer only 
DEVELOPMENT looking at Storm for vocal range and suitability 
Nov 12 SP REHEARSAL Flowing Water, transition between Still and Flowing, Clown pieces 
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Nov 17 All VOCAL WORKSHOP 
- Breathing 
- Projection and voice with movement 
DEVELOPMENT Overture and introduction of the elements 
REHEARSAL Erhu sections, Ritual and Overture 
Nov 19 SP REHEARSAL Earth and Fight 
Nov 24 All REHEARSAL All pieces 
Nov 26 SP REHEARSAL Flowing Water, Still Water, Earth and Fight 
Dec 01 All FULL RUN REHEARSAL 
Dec 03 All FULL RUN REHEARSAL 
Dec 05 All WORK IN PROGRESS SHOWING 
SS- Singers, DS- Dancers, MS- All musicians, CT- Creative Team,  
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Appendix 2: Metromorphosis II Scene Breakdown 
CAST 
Sun  Actress   Death  Musician 
Still Water Baritone  Creatures Dancers 
Flowing Water Soprano  Cutting Wind Baritone   
Gentle Wind Soprano   Earth  Mezzo Soprano  
 
SCENE BREAKDOWN 
Date Segment Cast Synopsis 
19/12/13 Overture All • The sun introduces each of the elements 
 The 
Ritual 
 
Creatures               Emotional Content - Rejection 
• The creatures perform a ritual dance 
• One of the creatures is pushed into the centre of the circle, the others are afraid of her 
26/06/13 The 
Sacrifice 
 
Creatures 
G. Wind 
C. Wind 
              Emotional Content – Helplessness 
• The creature is subjected to the twin forces of the two winds and tries to fight back but is 
increasingly helpless at the force of the cutting wind 
• She is ‘saved’ by the gentle wind  
    
22/09/13 Forming 
 
Earth 
Creatures 
              Emotional content – Greed 
• A blind earth is trapped between two twin creatures as they attempt to steal from her. 
28/09/13 The Fight 
 
Creatures               Emotional Content – Jealousy and Rage 
• They fight, tearing pieces off each other only to end up in the same place they began 
25/10/13 The 
Storm 
 
C. Wind 
F. Water 
Creatures 
• While they are still bickering they are interrupted by a storm that drives them away 
    
08/10/13 Evolution 
 
Death 
Creatures 
              Emotional content – Change and growth 
• Death begins this piece almost as an echo of the past when there was nothing 
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Earth 
D. Water 
Wind 
• In the calm still water, creatures are moving individually 
• As they make their way to the Earth three sets of creatures start to morph and form something new  
• Now fully on land one pair is flung into the air by the wind 
    
27/07/13 Water 
Dancers 
 
F. Water 
Creatures 
              Emotional content – Unrequited love 
• Three creatures are swimming in the water 
• One clearly loves the water and follows him as she gets too close to the deep water, the others try to 
stop him but he is lost 
10/08/13 Drowning 
 
D. Water 
Creature 
               Emotional content – Despair 
• The creature is trapped by the deep water and drowns. 
 Finale All  
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Appendix 3: The Void and the Light Scene Breakdown 
 
CAST 
Light  Actress   Void  Musician 
Still Water Baritone  Creatures Dancers 
Flowing Water Soprano  Cutting Wind Baritone   
Gentle Wind Soprano   Earth  Mezzo Soprano    
 
SCENE BREAKDOWN 
 
Segment Disciplines Characters Synopsis 
Opening 
Narration 
3 minutes 
Theatre All 
 
• Three characters appear on stage 
• The narrator introduces the Void and the Light and begins explaining the wager and 
the rules of the game 
Overture 
7 minutes 
Voice Elements 
Void 
• The elements are introduced one at a time as either champions of the Void or the 
Light, or neutral 
Evolution 
10 
minutes 
Dance 
Voice 
All 
 
• The Void begins this piece almost as an echo of the past when there was nothing 
• In the calm still water, creatures are moving individually 
• They begin to morph, struggling to get out of the water 
• Two make it to land and become the first pair 
Mating 
4 minutes 
Clown Two 
creatures 
• The first two creatures successfully find each other on land and form the first 
successful pair 
Ritual 
3 minutes 
Dance Light 
Creatures 
• Light steps in to show the creatures are now living as a social group and testing the 
boundaries of that interaction 
• the first signs of conflict begin to appear 
Shelter 
7 minutes 
Voice 
Dance 
G. Wind 
C. Wind 
All Creatures 
• One creature is subjected to the twin forces of the two winds and tries to fight back 
but is increasingly helpless at the force of the cutting wind 
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Void 
Light 
• It goes dark as Void steps in to claim them but light intercepts and shines on a group 
of creatures now huddled, protecting the one about to die.  
Enlighten
ment 
3 minutes 
Theatre Light 
Creature 
• When Void’s back is turned light shines on a sleeping Earth, illuminating piles of sand 
and showing one of the creatures how to sift through for precious things. 
The Fight 
9 minutes 
Voice 
Dance 
Earth 
Creatures 
• The Earth weak and blind from the last game lies in pain. 
• Her wails shudder the creatures awake and they come exploring 
• The first creature, as shown by Light takes something from Earth and the other 
creature begins to get jealous  
• A fight erupts and draws the others in 
• Earth in the centre is increasingly battered to Light’s dismay 
The 
Storm 
3 minutes 
Voice 
Dance 
Twin 
Creatures 
C. Wind 
F. Water 
• Enraged at the treatment of Earth, Air and Water step in to defend her and scatter the 
creatures 
• Light calms the elements and the lights fade on the creatures working to help the 
Earth 
Drowning 
12 
minutes 
Voice 
Dance 
All • Both the Void and the Light set the final challenge as water appears as Light’s 
champion: Flowing Water. Her nature slowly shifts into the deadly deep Water, Void’s 
champion and the end is determined by whether all the creatures in the room 
(audience) take action 
End 
 
Theatre Creatures 
Light 
Void 
Narrator 
• * The winner is declared 
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Review 1 
 
In her Director’s Notes, creator and director Jordin Steele describes the 
work as ‘an experiment in collaboration’ and as such it works well. Given 
that the work has been developed over a two-year period, I am confident 
that this artist and her band of collaborators will be seeking out what 
worked and did not work as part of the experimentation. I hope they keep 
going! I will admit to having seen an earlier creative development of this 
work and in discussions that followed I had expressed concerns that the 
production was top heavy with ideas, making for a rich but sometimes 
confusing experience. What is offered now is much clearer and more 
accessible. 
 
To continue with the experimentation metaphor, I will outline what [for 
me] worked and what [for me] didn’t work. And I add the caveat that this 
‘review’ does not sit in judgment as reviewers can tend to do. I seek to 
critique; rather than criticise. The sense of envelopment that characterised 
the opening sequence both visually and aurally was particularly impressive. 
I realise that the production was restricted to some extent to the use of 
the available venue. I would love to see it presented on a site specific basis 
with the audience configured to optimise the immersive experience. 
 
The costuming and lighting were spectacular and the dancing and 
choreography were of the highest quality. This was not surprising given 
the calibre of the choreographic team – Lizzie and Zaimon Vilmanis from 
Prying Eye – which brings me to my first detour. If we accept that the goal 
of the experiment was the integration of music – both instrumental and 
vocal – with dance and theatrical narrative, did one dominate over the 
other? For me, it felt like a dance show, so strong were the dance 
elements. 
 
 
 
 
 
 
But continuing on from that, I did enjoy seeing singers, who looked good 
and were generally comfortable in their bodies and could SING! There 
were moments of generalised what I will call ‘opera acting’ – large hollow 
gestures and deliberate epic walking, but that is a quibble. It just stood out 
against the fluid and superb movement of the dancers. 
 
So to what did not work [for me]. I felt uncomfortable with the narration. I 
felt it cut across the action. It did not help my understanding of the story 
and I was happy to enjoy what was a pretty basic narrative that could have 
done without it. It was also delivered with an unnecessary sense of 
poignancy and gravitas and insufficient focus on the story to be told.  
Finally, the challenge for this work was to bring an effective storytelling 
arc or at least a shape – even though it might be an abstract narrative – to 
the audience’s experience. By about the twenty-minute mark I longed for 
something musically new. I am sure that David Lazar has much to offer but 
if there is a compositional equivalent of a theatrical dramaturg, it would 
benefit this piece greatly. 
 
There were a number of moments where I thought there was going to be 
the change of mood I craved – the start of a body percussion was one 
moment - but then we returned to the same style. For those inside or close 
to the work the changes and nuances might have been there, but after 
about thirty minutes there was not much that was different on offer. 
Given the episodic nature of the piece, a visit to Elgar’s ‘Enigma Variations’ 
or some of the song cycles of the Romantic composers might be able to 
give a nod to the variety that helps to hold the audience’s interest more 
strongly. That being said, the work did hold my interest and I very much 
enjoyed the experiment. The criticisms I offer are hopefully constructive.  
  
Appendix 4a: Peer Review for The Void and the Light 
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Review 2 
 
Performed as part of the 2014 Brisbane Festival Fringe, The Void and the 
Light engages the audience, through a sequence of 8 scenes linked by 
verse, in a lyrical conversation about the quintessential forces at work in 
our universe that shape matter; wind, water, earth. It humanises these 
forces in the style of Grecian gods, constantly engaged in capricious battle 
for supremacy. In the midst of these petty divine squabbles, life, 
represented by four sprites, is created, evolves, adapts and exploits its 
environment until ultimately it is consumed by the battle between light 
and darkness. As it must, the void triumphs. 
 
At least that’s what I thought was happening. The use of ‘international 
endangered languages’ throughout, whilst interesting in its own right, did 
not facilitate an easy engagement with a theatrical narrative to emerge 
with any certainty. Particularly, it was difficult, except in the most general 
of ways, to decode each character’s allegorical position. Whilst the 
symbolic performance elements of gesture and movement went some 
way to inform the audience, the argument or intent represented by each 
of the natural forces remained elusive. The narrative, spoken as it was in a 
rather doggerel verse form, aided a little bit. But whilst the imaginative 
world was available to the audience, the simple question of what are they 
talking about remained in doubt.  
 
The piece is almost entirely sung and musically it is quite sophisticated, 
using a comprehensive set of contemporary influences: world music, 
opera, eastern modal patterns and instrumentation. For the most part, 
these elements fit together well and there are moments in the score that 
are lyrical and complex and always quite beautifully sung. However, it is 
somewhat lacking in variation. Tonally, the piece has a languid, almost 
ethereal pace. There’s a feel of film score about it that, for me, created a 
static aural landscape. This, combined with the obscurity of the character’s  
 
 
 
 
allegorical role, created a rather ponderous and eventually, disappointing 
experience. 
 
The work appears incomplete, for all its strong performance values. The 
program notes that the work was, “… experiment in collaboration. 
Created from nothing but a concept of the work”. Whilst much has been 
accomplished to get the work to this stage, there are particular ideas 
relating to form that need to be interrogated. As one example, the use of 
international languages has compromised the ability of the audience to 
establish a narrative. Like it or not, this work is rhetorical, which suggests a 
debate that is designed to create the moral, spiritual, or political meaning. 
The collision of styles and narrative forms do not, in the end, create a 
sufficiently coherent platform for this conversation. The experiment has 
been only partly successful. Too much is being attempted and this has 
compromised the way the piece passages through time. 
 
There is much to praise about this work; the project has been well-served 
by its obviously committed collaborative group. There are highly 
developed skills on display in the composition and choreography. 
However, the goal of creating a clear sense of theatrical purpose within 
this work has yet to be attained. The void triumphs again.
Appendix 4b: Peer Review for The Void and the Light 
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Appendix 5a:  Permission to use the Siletz language
 
From: Brenda Bremner <BrendaB@ctsi.nsn.us> 
Subject: Re: Use of the Siletz Language 
Date: 26 April 2014 at 8:00:20 AM AEST 
To: Jordin Steele <j1.steele@qut.edu.au> 
 
Jordan, 
 
Thank you for contacting the tribe regarding your request. I have 
spoken with our language and tradition arts teacher and he is 
fine with you using our language in your play.  
 
What I would ask is that you provide to him a sample of the script 
as you plan to use it. The dictionary is there for its use, so we 
appreciate you asking and keeping him apprised.  
 
Good luck with obtaining your PhD. Sounds like a fun way to get 
it.  
 
Our instructors name is Bud Lane and he can be reached 
budl@ctsi.nsn.us.  
 
Brenda Bremner
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Appendix 5b: Permission to use the Yugambeh language 
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ARTIST SURVEY 1 
CONNECTION AND INPUT 
 
Why did you agree to work on this project? 
For the chance to write new music to be performed live; to push personal 
boundaries; to work with talented artists from various backgrounds and 
disciplines; to help build Outcast Opera as a successful venture; to gain 
exposure by writing music that will potentially reach a wide audience 
 
What has been your overall experience working on the project so far? 
I enjoyed it – I like working with people and especially enjoy seeing my 
music performed with movement in a performance context 
 
Do you feel that you have made a contribution to the development of the 
work to date, if so how? 
Obviously yes, the music sets the tone of the show and provides the 
different colours and emotions for the world that’s been created. 
 
What would have made you feel more involved? 
If I had been allowed to do the choreography for the dancers as well 
 
Do you feel a connection or sense of ownership toward the work? 
Yes 
 
Would you continue to work on the project as a volunteer? 
Yes – let’s get it finished! 
 
 
 
 
 
COLLABORATION 
 
Do you feel like you have collaborated/worked with other disciplines 
during this project? If so, to what extent? 
There was a strong collaborative relationship with the dance and 
movement department for me 
 
Did you find the experience of working with other disciplines positive or 
negative?  
Positive 
 
What has been challenging or difficult? 
Creating music that the people like 
 
What new skills have you learnt?  
I learnt how to roll along the ground which was a new skill for me. 
Musically speaking I think I more refined my skills than learnt anything new 
– especially in the area of writing vocal music. Perhaps also working with 
performers/artists and managing them is another skill to consider that got 
developed.  
 
Is learning new skills valuable to you? 
Yes 
 
For future developments what would you change about the way 
performers work together or the way development/rehearsal sessions 
are run? 
 
Would you have like to have gone into the project with a solid concept 
already formed? 
No, I enjoyed creating it from the ground up – as this probably is more 
satisfying in the end 
Appendix 6: Examples of anonymous artist feedback surveys after the development of Metromorphosis II 
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ARTIST SURVEY 2 
 
CONNECTION AND INPUT  
  
Why did you agree to work on this project?  
I saw Outcast Arts as an excitable company that relishes in the unusual, 
the not---yet---done. This openness is what attracted me to agree to work 
on the project  
 
What has been your overall experience working on the project so far? 
Very positive – As an emerging theatre coach, I have also learnt how to 
tailor workshops to the needs of the group.  
 
Do you feel that you have made a contribution to the development of the 
work to date, if so how?  
I feel I opened up the world of theatre---mask to the group and the world 
of physical theatre and expression.  
 
What would have made you feel more involved?  
I was given ample opportunity to be involved, thank you! I’d like to assist in 
the creative development of the pieces in the future.  
 
Do you feel a connection or sense of ownership toward the work?  
No as my workshops were complementary to the creative development 
and I didn’t work on the actual pieces with the performers  
 
Would you continue to work on the project as a volunteer?  
Yes  
  
 
 
 
COLLABORATION  
  
Do you feel like you have collaborated/worked with other disciplines 
during this project? If so to what extent?  
I’ve worked with the Director in order to tailor physical theatre workshops 
to the needs of the group and their work  
 
Did you find the experience of working with other disciplines positive or 
negative?   
Positive  
 
What has been challenging or difficult?  
Holding back and responding to the pace of learning of the group as a 
whole.  
 
What new skills have you learnt?   
To listen to the performers and be more sensitive to the cohort’s needs 
and comfort levels, and not push too far too soon.  
 
Is learning new skills valuable to you?  
Yes, always  
 
For future developments what would you change about the way 
performers work together or the way development/rehearsal sessions 
are run?  
 
Would you have like to have gone into the project with a solid concept 
already formed? 
No, happy for a project to take shape, although I do think projects need a 
reason to exist in the first place that is tangible and not simply for their 
own sake, but I think Metro had a solid enough concept to begin with 
anyway.  
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ARTIST SURVEY 3 
 
CONNECTION AND INPUT 
 
Why did you agree to work on this project?   
I was approached by Jordin after she had seen some work I had 
choreographed.  We had wanted to work on a project together for quite 
some time and this opportunity arose so I took it.  I also thought it would 
be good experience to work with new artists and to challenge my practice 
as an artist by working with opera singers. 
 
What has been your overall experience working on the project so far?   
It has been a great learning experience. 
 
Do you feel that you have made a contribution to the development of the 
work to date, if so how?   
Yes, I do feel I have made a contribution to the work to date.  I have 
shared my creative practice with other artists and also learned about 
theirs. 
 
What would have made you feel more involved?   
I think a deeper collaborative process would have helped me to feel more 
involved. 
 
Do you feel a connection or sense of ownership toward the work?   
Yes, I do feel a connection to the work as I've put a lot of time into it.  
However, I don't feel a sense of ownership of the work as I know that I 
was only a part of the process of the work being built. 
 
Would you continue to work on the project as a volunteer?  
No, unfortunately I don't have the time. 
 
 
COLLABORATION 
 
Do you feel like you have collaborated/worked with other disciplines 
during this project?  
Yes 
 
To what extent?   
I have shared processes from my collaborative creative practice with other 
artists involved in the project.  I have also learnt from other artists about 
their practice and participated in their processes.  During the project I 
choreographed not only on dancers but on singers and aerialists as well.   
 
Did you find the experience of working with other disciplines positive or 
negative?  
Some were positive and some were negative. 
 
What has been challenging or difficult?  
It was challenging to choreograph on singers who whilst singing needed 
to be in certain types of positions and who couldn't over exert themselves 
whilst singing.  It was also sometimes difficult to move past some artist's 
individual insecurities.  I feel that the timeframe and pressure of 
generating outcomes hindered the success of the collaboration with all 
artists. 
 
What new skills have you learnt?  
Greater patience, a basic understanding of the needs of singers in 
performance, experience choreographing on young emerging artists, 
theatre skills, clowning skills, voice skills. 
 
Is learning new skills valuable to you?   
Yes, it helps to shape my practice. 
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For future developments what would you change about the way 
performers work together or the way development/rehearsal sessions 
are run?   
 
Allow more time.  Let the project evolve before setting solid performance 
outcome requirements.  Pay performers or accept to work around their 
schedules.  Use fewer volunteers.  Allow more time to develop the rapport 
between artists before heading into development of the work.   
 
Would you have like to have gone into the project with a solid concept 
already formed?   
For a collaboration - no.  For a commission - yes. 
 
ARTIST SURVEY 4 
 
CONNECTION AND INPUT 
 
Why did you agree to work on this project? 
I was interested in working alongside artists of various disciplines.  
- I am familiar with the work of Lizzie and Zaimon and wanted to 
join a project they were involved in 
- What I have previously viewed of Outcast, I have enjoyed and 
wanted to be more involved with a production of theirs  
- As an emerging artist I saw this a good opportunity to further my 
experience as a performer, along with networking from various 
disciplines  
 
What has been your overall experience working on the project so far? 
- I have enjoyed the workshops we have had with the leaders of the 
various disciplines. For example, clowning, singing, masking etc.  
- Expectations were not as clear from the beginning. I was not 
aware of the demanding schedule and at times it became a bit 
much to deal with.  
- Overall, I feel there can be even more collaboration between the 
various artists, or different partnerships could emerge between 
the artists. More time could be spent experimenting or playing 
with ideas, without the demands of a finished product or 
deadlines.  
 
Do you feel that you have made a contribution to the development of the 
work to date, if so how? 
- Yes, I feel I have made a contribution. By bringing to the project 
my artistic style of movement. I feel my openness to learning 
benefitted this project when it came to learning elements of other 
disciplines, for example the use of voice, and clowning.  
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- I feel I didn’t contribute much of my own movement language 
however- as I was away for the very first development, and when I 
returned, movement/sections of the work were being finalized 
therefore I was learning material more so than creating it.  
 
What would have made you feel more involved? 
I have a passion for learning, therefore if I were more exposed to the other 
elements, had more opportunity to learn how to sing, act, etc., I would 
have been more involved as it would be pushing my performative 
abilities/vocabulary (completely personal).  
 
Do you feel a connection or sense of ownership toward the work? 
Not completely. Mainly due to the answer two questions previous. The 
fact that I was away during the first movement creation and had not 
contributed much of my own movement language.  
 
Would you continue to work on the project as a volunteer? 
Unfortunately, not due to financial stability and availability  
 
 
COLLABORATION 
 
Do you feel like you have collaborated/worked with other disciplines 
during this project? If so, to what extent? 
I have felt most collaboration when developing the clown section with 
Crystal. As it was the three of us, we all had an equal say when it came to 
the direction of the piece, however Crystal made the final decisions before 
we presented to Jordin, Lizzie and Zaimon.  
 
Did you find the experience of working with other disciplines positive or 
negative?  
Very positive  
What has been challenging or difficult? 
Scheduling. The demanding timetable. Miscommunication of hours and 
dates from the beginning.   
 
What new skills have you learnt?  
Skills in clowning, and masking. Learning how to breath as signers do. How 
to project your voice. Diaphragm exercises/voice strengthening. These 
have been the most valuable things/favourite moments of Outcast.   
 
Is learning new skills valuable to you? 
- Extremely. I believe learning new skills is how you evolve and develop as 
an artist. I enjoy and am very passionate about bringing skills from other 
disciplines into dance, and Outcast has taught me a few of those skills to 
inspire me to invest further into them.  
 
For future developments what would you change about the way 
performers work together or the way development/rehearsal sessions 
are run? 
More experimentation throughout all disciplines. Having more of a playful 
vibe during creation rather than striving for a finished product.  
When technique Tuesdays were running, they were unnecessary for those 
of us who were already dancing full time (unless they were learning other 
disciplines). I think the timetable of the performers could be taken into 
consideration a little more. I enjoyed the dance technique classes we spent 
with the signers teaching them, otherwise they were a little unnecessary 
for myself, simply based on my lifestyle at the time.  
 
Would you have like to have gone into the project with a solid concept 
already formed? 
Definitely not. 
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ARTIST SURVEY 5 
 
CONNECTION AND INPUT 
 
Why did you agree to work on this project? 
Because I was, and still am very interested in cross-platform work, and 
being associated with Outcast Performing Arts. 
 
What has been your overall experience working on the project so far? 
- It has been a very mind-opening and fulfilling experience for me. I 
was always pleased to learn something new every week of the 
special activity workshops.  
- Jordin has accomplished a great feat in bringing us all together, 
and arranging for us to experience artforms outside our native 
disciplines. 
- I was very pleased to work with David Lazar, the composer, who 
really understands music. He gave me incredible freedom to grow 
within the given parameters and was happy to listen to my 
suggestions. He also allowed me to take improvisatory liberties 
where necessary. 
 
Do you feel that you have made a contribution to the development of the 
work to date, if so how? 
Yes, by my beautiful playing and stage presence! Although my hectic 
touring schedule and church organ job on Sundays made it difficult for me 
to attend all the Sunday meetings.  
 
What would have made you feel more involved? 
N/A 
  
 
 
Do you feel a connection or sense of ownership toward the work? 
Yes, I do feel very connected to the concept and the artistic outcome, 
which I am immensely proud of. It is not exclusively mine, but something 
special I share with the company.  
 
Would you continue to work on the project as a volunteer? 
Yes! 
 
COLLABORATION 
 
Do you feel like you have collaborated/worked with other disciplines 
during this project? If so to what extent? 
10 on a scale of 1 to 10. I never expected to learn elements of theatre, 
clowning, contemporary dance, not to mention mask and aerial work! 
 
Did you find the experience of working with other disciplines positive or 
negative?  
Very positive, although I am quite certain that I love tissue and really 
dislike the lyra.   
 
What has been challenging or difficult? 
The lyra, and learning to let go in the movement workshops. I am very shy 
about moving my body freely. 
 
What new skills have you learnt?  
I have obtained a lot of new information in terms of movement and 
stagecraft. This will definitely complement my work as a musician. I also 
know a bit more about clowning and what works, and what doesn’t on 
stage. 
 
Is learning new skills valuable to you? 
Yes, all the time. 
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For future developments what would you change about the way 
performers work together or the way development/rehearsal sessions 
are run? 
- A full schedule for the year, as I travel a lot. This is hard to achieve, 
but I see that Jordin has already done that for this year. 
- I am not a normal person and have found it hard keeping on track 
via the Metro Facebook page. At risk of sounding spoon-fed, my 
ideal contact format would be through email notices for all 
meetups and instructions. Having said that, I will keep trying! 
 
Would you have like to have gone into the project with a solid concept 
already formed? 
That would be nice, but it would take away from the fun of discovering 
new pathways and possibilities. Those precious moments of uncertainty 
may be painful but quite important when in the creation of something 
new. 
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2nd September 2016   
 
 
I, David Lazar, worked as the composer and musical director for 
the Outcast Performing Arts production of ‘The Void and the 
Light’.  
 
I was involved at the project’s conception and worked with 
Jordin Steele to create the show, which was a number of years in 
the making. When the final work was performed in its completed 
version over three nights at The Block, QUT Kelvin Grove, I was 
very proud of our production and the professional execution of 
the shows to full and enthusiastic audiences. 
 
To create this work, I collaborated with Jordin Steele and we 
initially discussed the show’s concepts and themes. I wrote music 
which was electro-acoustic, atmospheric and filmic in style, with 
the melodic vocal lines to be performed by a group of 
accomplished opera singers. I also collaborated with each of 
these singers and the music I wrote was shaped and reworked 
during these sessions to perfect the parts and make them 
appropriate for each performer’s voice type and range. I found 
the process to be rewarding as I could learn more and grow as a  
composer about vocal writing, especially for the bel canto 
singing style.  
 
 
 
 
 
Working on this project allowed me to use my creative mind in 
new ways through the composition process, and in working with 
other musicians the experience is very satisfying. Jordin Steele is 
a lady of clear vision, who is easy to get along with, is productive 
to work alongside, and full artistic creativity. She brings many 
departments together and creates a positive environment that 
everyone feels excited and energised to be a part of, myself 
certainly included.   
 
 
Sincerely, 
 
 
 
 
 
 
 
David Lazar 
 
 
 
Appendix 7a: Statement from major co-creator David Lazar, composer 
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13th October, 2016 
 
 
I worked on this project as a creator, performer and co-director.  
 
I began the process with Metromorphosis in the role of the 
Clown or Light.  I worked with a Red Nose Clown for this project.  
I created pieces that were to be a part of the through-line of the 
story.    
 
I enjoyed this process immensely and working within this 
production was intense but I was allowed the space I needed to 
create my pieces.  I felt extremely supported by the Ensemble 
and I really enjoyed teaching them how to find their Clowns.  I 
felt very lucky that I got to include and continue to train two of 
the Dancer/Creatures in one of my pieces.  They each rose to the 
challenge fearlessly and went above and beyond what I asked of 
them in the space.  It is now one of my favourite clown pieces I 
have created so far. 
 
For the second process for The Void and the Light, I came on 
board as a Co-Director as well as The Light once again, which now 
took the form of a Tragic Clown.  Sadly, the production moved 
into a much darker realm so none of the original pieces were  
 
 
 
 
 
used in this show.  I felt that this really diminished the character 
of The Light and her function in the story. Of course this does  
sound awfully selfish, however it’s much harder to compete with 
a Musician who is playing an instrument with a Clown that now 
has no voice. In comparison to the first show where I was able to 
work vocally with The Light, interacting and communicating with 
the creatures. 
 
In terms of collaboration, I do believe we learnt an immense 
amount from the project. However, I felt there should have been 
more cross pollination of ideas. We needed more time to craft 
and look at everyone’s skills base. I think there were 
communication issues that made it difficult and created 
exclusion. If the creative team had started with a two-week 
intensive, we could have established dialogue from the beginning 
and it would have been a faster way to work. We could then have 
easily moved forward with the full cast.  
 
In relation to the use of multiple perspectives, I think artists need 
to be made "safe" in order to do their best work. The best way to 
do this is to provide a firm framework for each artist to exist 
within. For example, the Score was a fantastic place to start 
from, another example would be in Void where the outline was 
Appendix 7b: Statement from major co-creator Crystal Arons, co-director 
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presented to work within. After the framework is presented you 
can then break it down and mould it to your needs, even 
encourage artists to rebel against the framework and find 
something interesting. 
 
I really enjoyed working with Jordin throughout the processes.  
She has such a clear vision as a Director and it was a pleasure to 
work with someone who knew what she wanted and trusted 
each artist to help her get there. 
 
 
Sincerely,  
 
Crystal Arons  
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28th October 2016 
 
 
As the costume designer for The Void and the Light production I 
designed and constructed majority of the costumes worn by 
both singers and dancers. I was with the production from 
concept to delivery and through this process I gained an 
immense amount of experience, developing my fitting skills and 
design aesthetic.  
 
This production was a migratory process for all involved. 
Attending rehearsals week after week I had the pleasure of 
watching each and every participant change and develop their 
roles. Jordin had a clear vision but provided a platform for 
individual creative expression. The production was a facilitation 
for varying creatives to collaborate and build something together 
which at times I would forget feeling it more of a job on occasion. 
I was offering something different then voice, music and 
movement, all so naturally intertwined that it sometimes felt I 
was an outsider. Nonetheless my principles were always 
respected and I was able to dance to the offbeat of my own 
drum.    
 
I learnt a lot about my motivations and creative abilities on this 
journey and think it one of the most incredible things I’ve ever 
been involved in. I’m extremely proud of the body of work I  
 
 
 
 
created and feel very lucky to have been a part of something so 
unique and so beautiful. 
 
 
 
Sincerely, 
 
 
Fiona Trease  
Appendix 7c: Statement from major co-creator Fiona Trease, costume designer 
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Interview 29th April 2015 
 
What is your discipline? 
My discipline is dance, primarily contemporary dance 
 
How did you get involved with this show? 
Since I had been working with you in 2010 I think it was, it was just a carrying 
on from that relationship. I had already worked with you I wanted to keep 
working with you in this new concept that you had come up with called Void 
and the Light.  
 
Was that the original concept, can you remember what the original concept was? 
I remember the Metro one. I don't remember how that one came about. 
 
It was the laneway festival 
Yes, because you wanted the whole box and everything, that was a long time 
ago.  
 
So you got involved because we had a working relationship already 
Yes 
 
Do you think your definition of opera has changed because of working with us? 
Yes, I have learnt that we don't have to tell a story using voice, using the 
language, the voice is enough. The voice can carry enough emotion to tell a 
story without necessarily being understood along with the music doing the 
same thing.  
 
How much did you know about singing before you worked with us? 
Not a lot, probably nothing. I don't think I really knew anything, especially the 
way opera performers use their voices and how they warm up and how their 
breathing effects everything. Yeah I knew nothing about singing.  
 
Let's look at the development of the work. Why did you agree to work on this 
project? 
Well we already had a working relationship and I liked your style and your 
aesthetics and I wanted to continue exploring that with this new work. 
 
You originally came on as the choreographer for the very first iteration and then 
your role changed. Can you describe your role in the full development of the 
work? 
Metro I started off as choreographer which was interesting because I can 
remember we needed to create movement for butterflies and ants without 
making them look too animalistic so that was a challenge. We were still 
focusing on the dual roles in that one. The dual roles... they were the same 
character but played by two people. One of the dancers was a lead butterfly 
along with one of the singers. Trying to make them both complement each 
other but still look like they were the same character, that was tricky. Trying to 
convey that in the movement. 
 
Appendix 7d: Excerpt from an interview with major co-creator Stephanie Pokoj, choreographer 
 
  
 
212 
Do you think that it worked? 
I don't think it worked but we also had all those other pieces happening too so 
I felt like I couldn’t commit my time to one specific project. I felt I wasn't really 
dedicating my time or my effort to one very specific idea so I felt it was maybe 
too rushed and not thoughtful enough to deal with the idea you wanted to 
create.  
 
So after we had the rethink of the work what was your role then? 
My role switched to pure dancer because the other two choreographers came 
on board to choreograph and I was happy about that cause I think, at that 
time personally, I didn't feel like choreographing anymore and I wanted to go 
back to dancing and being in that role of creating movement for someone else 
and looking at how they were going to approach working with dancers and 
opera singers. 
 
How about in the final iteration? 
In the final iteration I went back to a duel role of dancer and choreographer 
which was tricky because it divided my time because I needed to learn all of 
the movement as well as choreograph it but be able to step out of the piece to 
make sure it was working and see what was happening. Basically it was 
difficult for me to split those two roles in this project because I felt like I 
couldn't completely 100% dedicate myself to those two separate roles and 
make it work the way it needed to work. 
 
In your role as a dancer, what did that entail? 
Dancing? My style of dancing, I go back to contemporary but I am very 
influenced by classical ballet. With this project though, I still drew a lot from 
the original material the choreographers created and the tasks that led to 
those movement outcomes. When I was creating I was not really focusing on 
my style, I was more trying to pull from their style to make sure there was a 
commonality throughout the whole piece and throughout the whole 
movement so it didn't look like there had been three separate 
choreographers. There is one idea behind all of the movement so the piece 
looked seamless that way.  
 
Do you feel like you collaborated with other artists? 
Yes, when we were working with the new choreographers, that was a nice 
collaboration because they were giving us new task ideas to work with, not 
only between the dancers but between the opera singers and the dancers as 
well and the opera singers together too. I don't think I did much work with the 
composer because he already had the music. I got to collaborate with Crystal 
in creating more that sense, moving away from dancing and creating actual 
characters and how they would actually interact and think more than just 
dancing. Also when the theatre coach came in as well, collaborating with her 
and getting ideas again about how moving away from just purely dancing and 
the movement, how a character can be created and how a character would 
interact with the space and how a character would interact with the other 
performers.  
 
Did you find it difficult to collaborate? What were some of the processes? 
I personally got a lot of joy out of collaborating with the opera singers and the 
dancers and finding movement with the opera singers and how they got to 
move alongside the dancers and how the dancers learnt to accommodate the 
singers as well. I think once we got into the final iteration where we didn't 
have the dual roles worked much better than trying to create the dual roles to 
start off with. I felt that was too difficult. I think the disciplines complement 
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each other but trying to put them side by side in dual roles was tricky and a bit 
confusing at times as to who was the dominant person in that role. That's why 
I think not having the dual roles in this, while we were able to work together, 
everything complemented each other without saying this is an opera or this is 
a dance piece it was an interdisciplinary piece. Each discipline could 
complement each other I think.  
 
Do you think that the disciplines work in similar ways, in the way they create, 
rehearse? 
No because opera singers can go away and rehearse at home and be by 
themselves and practice. That's purely singing practice but dancers obviously 
have to be in a space to start creating their work, movement wise. The 
choreographer can go away and do research and think about other aspects 
that they want to draw on to get their movement and where they are going to 
take their inspiration from. They can sit at home and do that research but they 
always need to be in that physical space to start creating movement so I think 
that's where it can be a bit tricky in getting everyone together.  
 
In general, what do you think were the challenges in the development of the 
work? 
Scheduling everyone. When we did our three-week intensive that was tricky in 
the last iteration. We had illness and injury and people had to work.  
 
How about the second iteration? 
That was tricky because I personally felt it went on too long. Rehearsing on 
the weekends, it felt like once we did a Sunday and we got to the next Sunday, 
we were spending too much reflecting on what we had done that previous 
Sunday instead of moving on or clarifying what we had done. There was too 
much repeating of the same thing and not getting as much movement or as 
many ideas out as possible and then perhaps looking at them instead of 
focusing on this one idea and building on it and going ‘well it's not working 
but we'll build upon it anyway’ instead of going ‘well maybe that's absolutely 
completely wrong’ and taking a different approach.  
 
Do you think that was a result of the weekend scheduling?  
For my practice, looking at the second and third iteration, definitely, in the 
third one we had something to work on every single day and the schedules 
were clearer, what needed to get done. With each weekend one it just felt like 
there was no structure to it, we just sort of went in, this is what may or may 
not be happening so that got very frustrating I think.  
 
For the third iteration we had a change of plan, there was a set narrative, a set 
storyline. In the second iteration we were going in blind. How did you find that 
process where we were trying to create from nothing? 
That was frustrating because we didn't have a goal or an outcome at the end 
to go, well this is what they want. It was nice to play in the space for a while 
but because we couldn't really see where it was going I think that got 
frustrating. Like I said there was no final outcome that we could actually see 
the purpose behind the movement or the purpose behind whatever part of 
the show we were looking at. 
 
Would you normally work like that where it's formless? 
No I wouldn't, I would have an absolute structure. Maybe not a beginning 
middle and end but maybe an idea I wanted to play with and see how that 
formed through the creative process but I would always have some sort of 
outcome I wanted to achieve but knew that it could change along the way.  
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How much of a structure do you think there was going into the second iteration? 
I felt there wasn't a lot of structure. I felt there was like an idea but, yeah 
there was no absolute, there was just these concepts you know there was 
going to be still water and wind and things like that but we didn't know how 
that all fitted together, they were just all bits of a puzzle. We couldn't see a 
final structure to the story.  
 
Do you think you were the right person for your roles? 
For the first one, probably not because I was really new to trying to work with 
a duel role idea and with opera singers so that was still quite a new concept 
that I had not really played with and like I said, we had all those other pieces 
that I was creating at the same time so there wasn't a lot of focus on one 
thing. 
 
Why did I choose you, did I ever tell? 
No, you never told me. 
 
I really enjoyed your aesthetic. 
So just as a dancer, I think I got a lot out of it because I got to see someone 
else's approach to working with opera singers and dancers in the one piece 
and not one trying to outshine the other so that was interesting and it was 
interesting to see what kind of tasks the choreographers gave the opera 
singers to work with and I think that helped me in the third process because I 
was able to draw on what they had done with them but then use my own 
ideas and my own tasks to help create movement for them and the dancers. I 
think a lot of the movement that was created in the third version was still 
primarily from the second one.  
 
The last iteration? You think you were the right person? 
I hope so. I think I would have preferred not to have danced in it. I think I was 
still the right person to dance in it but as a personal thing I would have 
preferred not to have been a dancer I would have preferred just to have been 
the choreographer so I could really sit back and look at the bigger picture all of 
the time and see where everything was going because I felt going in and out 
of those roles, I couldn't clearly define what was happening and what needed 
to change. Even though looking back at it on video it's not the same.  
 
Let's talk about organisational structure so did you feel artistically limited in any 
way? 
I think it was definitely challenging. I don't think it was limiting because I 
would have never have thought along your guidelines (making work for the 
audience) because that's not something in my practice I am absolutely 
interested in at the moment but I wanted to be able to look at that because I 
think that's a very worthwhile topic to discuss in general theatre. I think 
aesthetically when I was back to being choreographer in the third version I 
had the challenge of wanting to refer to the second version and that perhaps 
started limiting how I was approaching the movement. I don't think that 
helped, I wanted it to look seamless but then that was starting to affect how I 
approached creating movement. 
 
Do you feel that ever had to dumb things down because I was asking you to 
make something that an audience had to appreciate? 
No, I don't think so. No I don't think I ever thought dumbing it down. I was 
aware it had to be readable to an audience and an audience had to, maybe not 
understand it but get the right emotional feeling from it.  
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Do you think they did? Do you think it was successful? 
Of the people I talked to, they enjoyed it but I don't know if that's a mark of 
success.  
 
What would you consider a mark of success? 
That's a good question, I'm not sure.  
 
Do you feel there was enough transparency from the creative team or the 
director in regards to the way things were being run? 
I think creative direction especially in the third version, we went in with an 
absolute structure so that was really good, we knew where the beginning 
middle and end was. We had the story so that was really good, we knew what 
we were working with. In the second iteration, that was really frustrating 
because we didn't know what was happening especially as dancers, we were 
getting very frustrated. We felt we were just repeating a lot of stuff all the 
time, we didn't feel like anything was developing and there was no moving 
forward basically. That was really frustrating, there was a few weekends in 
that second version that I felt we didn't do a lot or I was sitting around a lot 
because the choreographers wanted to work with certain other people and 
there wasn't much for me to recap or redo so that was frustrating. Like I said 
because we didn't really know where this show was going, it was hard to think 
about other things so we were just thinking about what the steps were. 
 
Where the show was going in terms of a performance outcome of in terms of the 
story? 
I think both, in terms of the performance outcome and also yeah there was no 
set structure as to what this show was going to be, we just had all of the little 
bits.  
Do you feel like you had enough input into creative development? 
Yes, I think so. For my role within this particular structure of a show. In the last 
iteration, you obviously had a very clear aesthetic and a very clear idea of the 
story and a very clear idea of the music and language you wanted to use as 
well so that made it clearer for me, what sort of movement and what sort of 
intention you needed for each scene, which helped me because then I didn't 
have to think about all these other ideas and where I was going to draw 
inspiration from so yeah that was really good for me. Everything was all very 
clear and very set out, I didn't feel like I was wafting in space.  
 
How about the second iteration? 
I just felt like a dancer in a piece doing other people's work. I don't feel like I 
had that much input.  
 
Do you like to have input? 
I like to have input and I think when we were creating the movement, the 
choreographers did take on board what we were doing but in the end it did 
come down to what they wanted which was fine, they were the 
choreographers. I think I was kind of happy in that stage to just sit back and 
see what they wanted to do and I was happy to do what they wanted to do. I 
think that also came down to being frustrated as well. They weren't giving us 
anything, I didn't want to give them anything, I think in the end. I think the 
process was getting really long and laborious and I had had enough maybe. 
 
Have you worked on many dance pieces for other choreographers? 
Yeah, through uni definitely we had a lot of choreographers coming through 
and I have worked with a lot of independent, well not a lot but a few 
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independent artists outside of university. They're a lot more receptive to 
going to my views as to what they want as well.  
 
So you have more input? 
Yeah I would have more input but I think they ask more than what these 
choreographers asked. So they would actually go out of their way and go 'I 
want this' so I would go away and maybe play with something and come back 
and say 'well I found this' particular thing when I was playing. I feel the 
choreographers for this project had a very clear idea of what they wanted 
without really giving me more freedom perhaps to explore. 
 
As director do you think that I could have done more to control the second 
iteration? 
Yeah, I think there needed to be a clearer structure and a clearer rehearsal 
timetable definitely. There needed to be, 'these three weekends are purely 
going to be dedicated to the wind piece' and go in there and know that that 
needed to be happening. 
 
Instead of bits and pieces?  
Yeah instead of bits and pieces and allowing the choreographers to be like 
'aww well we have had enough of that piece so let’s just do this piece now'. 
Then you wouldn't have people sitting around as well. But then that comes 
down to you already knowing the story and already having all the music 
perhaps before that can take place so I suppose it just depends on what 
development stage you are in.  
 
Would you work on another project like this? 
Depends, for the aesthetic and the idea of working with opera singers and 
dancers? yes. But it would depend how the rehearsals are structured for me. I 
would want that intensive block and know the structure of where the piece 
was going or what the performance outcome was before doing something 
like that again.  
 
End Interview  
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Interview 29th May 2015 
What is your discipline? 
Contemporary dance, dance theatre. 
 
How did you get involved with this project? 
I was asked by you, we had caught up a couple of times beforehand and were 
interested in each other’s work and conversations eventually led to catching 
up and saying that you were interested in us working on this project 
 
Can you remember how it was pitched to you? 
The very first meeting that we had? It was originally more of a mentorship 
overseeing two younger dancers, for them to make choreography and then 
for both my partner and I working on it. There was a little bit of talk about us 
choreographing a little bit but it would be more of a mentorship role and us 
guiding them with creating the movement for it.  
 
I remember you offered us a bunch of choices. 
Yeah there was almost like a menu. For this price we could do this and for the 
next price up we could do more... I can't remember if we had two or three. 
One was just the mentorship, one was to do the choreography and one was 
kind of the grand scheme if we had extra funding I think wasn't it? 
 
 
 
 
 
I think the 5000 was the big one, and I think we just thought oh well we will go 
with that one because we trust you guys. It was more of a time issue I think with 
us as well. I guess this goes back again to that question, why did you agree to 
work on the project? 
I thought it sounded like an interesting project to work on. For me it was 
probably being able to work with another form and see how that could work 
with choreography so working with opera. It was fascinating I think for me to 
go 'I wonder how this will work' you know working with people who don't 
have dance as their background. What's going to happen. I think that was the 
big drawcard and also that they were emerging artists but it sounded like they 
were quite accomplished for their ages if that makes sense.  
 
Do you remember the idea that was pitched to you? 
I'm trying to think if you had the title at the time. The thing I think I remember 
the most, I remember coming to your place and looking at the video of the 
video game and I think there were conceptual things that you had mentioned 
before that but seeing that video I went 'oh right ok' I can see there are these 
different elements that are coming in with the wind and the sand and yeah it 
gave me a landscape feel I think and I think that's where I entered the project 
from. I try not to put it all together so I think because I tried not to do that it's 
really hard for me to remember exactly what it was. I felt like at the time it 
was like 'ok so here is a starting point, there's these different elements like 
Earth and things like that. There are these different elements but how are they 
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exactly going to connect, it didn't feel like I had a whole story to go off when 
we started it was just a couple of ideas.  
 
Is that the way you normally work? 
I think it depends on who I work with and how well I know people. Also what 
background everyone is from. If I was working with a group of artists who had 
done a lot of collaboration before then probably I would work from the 
ground up to even form the idea that we would work with. But then on the 
total other end of things I have done commissions where it's like 'here is your 
brief, you've got to create a solo and it's got to be about death' or something 
very specific you know. Two ends of the scale. More of my work starts from 
that more open idea. That's how I like to work.  
 
Let’s talk about the development of this work. This work has had three iterations 
now, we had the very first iteration where it was insects and then when we went 
into the second iteration we kept it very elemental and nice an open. Can you 
talk a little bit about what you did during the second iteration? 
I think we were really looking at how we could get the opera singers to move 
and find ways that it could work and still be able to sing at the same time. That 
was a huge part of what we were doing. Also to, I guess, not to have 'here's 
the dancing' 'here's the singing' but to have the dancing happening as the 
singing is happening. That was a huge part of what we were doing in that 
phase, trying to work out how that might work. 
 
In comparison to what you would normally see in an opera? 
Yea, integration definitely. The storyline was kind of taking a bit more shape as 
we worked through that phase. There were a number of discussions with you 
that we would go 'aww' you would come in and have an idea and go 'ok I 
want Earth to be a little like this' and we would talk about it and we would put 
forward our ideas with you and then sort of come to some agreement that 
would be like ok let’s work on this idea. Sometimes we would work on an idea 
and kind of go, ‘what do you think of this, is this where you want to head?’. So 
it was trying to form some key ideas as well. What could be in the work from a 
dance point of view, what movement would work within it as well that would 
fit with the dancers and singers. Because the singers don't have the same 
dance background as the dancers, how do you then make them look like 
they’re not amateur? You don't want to make them look like they are 
secondary; like they are inferior in the dance realm. Trying to find that balance 
took a lot of time. The music was getting done in that stage as well. We did 
some workshops with the theatre coach as well. I remember that being like 
'ok here is something new, how does that incorporate, can we use any of 
those ideas and tools?' I think to begin with, coming into that phase we tried 
to workshop rather than trying to form something so that we could start to 
get to know what was possible as well. We hadn't worked with a lot of those 
people before. Just coming up with a library bank of material to just go ‘ok 
we've got this idea and this idea' half of it may not be in the work but we've 
got it if we need it.  
 
Do you feel that is was one sided? As in, we were asking the singers to move but 
not the dancers to sing. 
I remember it coming up as a question but then I was like. I think working one 
way was enough. It was a lot to do, just doing that to get opera singers to 
dance. It would have added a whole other layer if we had tried to make the 
dancers sing. We did get to that a little bit toward the end, we started 
dabbling in what they could do with their voices and things like that as well. I 
think it would be a great exploration later on. You sort of almost can't tell, 
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they become these kind of multi-artists I guess, it would be quite nice. I think 
for me, I found the key thing was to make the opera singers able to dance.  
 
Do you think it was successful? 
On different degrees, I think they came a huge way. I think what I thought was 
possible was too ambitions especially given the timeframe we had. I think 
sometimes having the dancers in the space maybe inhibited them in 
retrospect and I never really thought about it at the time but I think maybe it 
was good to build their sense of community but perhaps having them on their 
own a little bit more may have made them feel a little more comfortable. It's a 
tricky one.  
 
Do you feel like you collaborated with other artists in your role? 
I think it depends on your framework of collaboration. I would say yes 
collaboration did happen. Collaboration on the same level that I have 
collaborated on, probably no but then, I have also been at the other extreme. 
Like I said before whether the collaboration is building the whole thing 
together or whether it's that kind of too and fro between people with that 
kind of director leadership role very present or whether it's actually, some 
people call collaboration that whole idea that that person's made the music 
and this person's made the dance and we put them together on stage. I think 
it was definitely more than that. I think part of the reason perhaps that we 
didn't get to quite the same depth of collaboration was because we were 
pressured with outcomes. That weighs quite heavily on your mind when you 
are trying to collaborate because you know that collaboration is going to take 
time but you know that you've got to get on with actually doing the job and 
getting it done. It felt that sometimes that was a conflict, trying to make a 
product and then trying to do this collaboration yeah. 
Would you have preferred to have had less outcome pressure, be less goal 
orientated? 
I think I would have liked that. Just to be able to explore what we could do 
with the opera singers. Also just for exploring concepts and things like that, to 
have that sense of play where anything is possible. I think sometimes the 
patience level, even of me in that room with the opera singers because I knew 
I wanted an outcome, perhaps pushed things too quickly. I think having that 
greater sense of play even for them, knowing that the pressure isn't there for 
me to have to get this dance right may have lifted their sense within that 
rehearsal space as well and they might have gone 'oh well I'll give it a go it 
doesn't matter if it fails'. Whereas I felt like they had their own pressure that 
they were putting on themselves to actually go ‘I want to achieve this’ and the 
slightest little thing didn't happen for them and that was a huge thing. I would 
have liked to have tried it or go back and try it. 
 
Do you think that it would have worked in that group? As in not having a goal? 
I think it was a really big group to try and have an open sense. I don't know. I 
mean they had their times where they worked really well together and other 
times where they wanted to rip each other to shreds. I don't know. I think 
with a smaller group it probably would have worked better. 
 
Going into the project, did you know that there would be pressure of outcomes? 
I think I knew there would be pressure of outcomes, perhaps not to the same 
extent. One of the things I know I was aware of was how much money you 
were investing into the work and I freaked myself out a little bit with that. I 
was just like 'god if I had invested that amount in something I would want it to 
be really fucking good'. Not that I don't think that, I want every work to be 
good. It was just this pressure like this hat or cloak that pulls you down. I don't 
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think I anticipated it quite to that extent. I think sometimes we got really 
excited with it and we thought 'we can do this and that and something else' I 
think yeah maybe we got a bit too excited and maybe that rubbed off on each 
other.  
 
I know that I always think much bigger, I bite off more than I can chew. In 
hindsight it will be a long time before I do anything with that number of people 
again. I thought maybe I had learnt from the last one but clearly I hadn't. I can 
remember saying, how many dancers do you think we should have because I 
thought, ok we have five elements and how many dancers do you think we 
should have and I think we had too many of everything. We could have done it 
with three elements and three dancers.  
It's kind of this thing about what happens first or how does it happen, is it the 
chick on the egg that comes first. I think for me the way that I like to work, 
which is something in hindsight, I should have shared in the first place, maybe 
because my practice is evolving as well. I have worked in a lot of different 
ways and now I am starting to go, ‘ok this is how I like to work’. Whereas I 
think I have just worked a lot before. My own practice is starting to become 
more clear. Rather than look at the piece I am making, if I am collaborating 
with people then I want to make sure that that collaboration or that particular 
crossover, working with music or something like that and I'm working with a 
new composer and I want a particular type of thing happening like I might 
want them on stage of something, then I might do some small project to just 
work on that happening where the outcome just happens rather than saying 
'ok we are going to make a piece about' and then we are going to make that 
happen, that kind of relationship happen. I think that's something I have learnt 
in hindsight that I like to do. I think I found it difficult in a sense to have a lot of 
different ideas to be looking at all at the same time. I was torn between, do I 
want to work on bringing out this dance in the singer? Do I want to work on 
concept? Do I want to make sure the dance is well integrated around the 
singing? We bought in that element of how the audience was within the space 
as well so that was like this other idea and they are all great ideas but then I 
felt like I kept jumping from one thing to another like a mosquito just taking a 
little taster of bits but then not really getting deep into each section.  
 
Is there anything else that you would like to talk about in regards to the 
challenges you faced? 
I think working with such a large group was difficult timetable wise just 
because not everyone could be there for the rehearsals so you would be 
creating this section and either having to guess where someone was or 
making a space for them and having to go back and put them in. It felt like 
there was a lot of time that doubled up. I found that difficult but I understood 
it. Having that large group and some of them were putting in time and not 
getting paid as much so you couldn't ask that of them as well. They have to go 
off and do this other thing, I don't have total reign over them and that's 
always a difficulty I think when you are making work and you don't have a 
massive budget. That's where I think having a smaller group would have been 
easier for all of us, even just in scheduling. I think the other thing was because 
we ran away with all these different ideas and got excited about things. Then 
again it didn't feel like there was enough time to work on anything for long 
enough. We would go 'ok these acting workshops will be great, they'll be 
useful' and they were useful but then it took time away from something else. 
The circus being involved, that took another element, even thought they were 
working on it themselves, there was this discussion about how it was going to 
work in and integrate so there was this other layer that came in and then 
there was the clowning so yeah it felt like my head was splitting into lots of 
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different places but I didn't have enough time. Time was the biggest thing and 
also for us because I think when you have the opportunity to be working 
together on a regular basis it's easier for that collaboration to happen 
naturally. It's one of the things that my partner and I know about us working 
together, we'll go away and will start to talk about stuff and will be like 'what 
about this idea and that idea and something else' and then you come back in 
to the next rehearsal, we have run away on some other tangent somewhere 
and expect everyone else to understand. I think that was happening on a lot 
of different accounts because people had this space in between to think about 
things which was also good but we didn't have a formal setup of how we 
would relay all of that to each other. I think it started to form, we had more 
meetings and things where we would be 'ok where are we up to, what are we 
doing' but I think when you are working full time you get to have that 
regularly. You have these times that fit into the schedule where you can catch 
up on these things. 
 
On that iteration we were working on such an extensive time scale where we 
were working over weekends. Would you have preferred to work in an intensive 
way? 
I like the intensive once you've got the ideas. I think there is a bit of both that I 
like. I do like a little bit of time to be able to step away from what's being 
created as well and kind of go 'oh hey here's something new' that I just didn't 
see before because I was too close to the work. In that regard, I felt that did 
get to happen a little bit but then I think because we didn't touch base often 
enough, there was a whole heap of ideas, almost too many ideas coming in 
which doesn't happen in the more intensive process because you are working 
as the ideas come as well. Perhaps it's a little more intuitive in the intensive.  
 
More filtering? 
Yeah 
 
Do you feel like you were the right person for the role? 
I don't know if there is ever a right person for the role to be honest. You could 
have what you think is the exact right person for the role but it just doesn't 
happen. I have been in that situation before and I have worked with other 
people or I’ve employed other people and I thought, 'oh wow I really thought 
this would be different'. I think there are so many different factors that come 
into it. Some processes just click and sometimes they don't. I think the 
smoother the process is, the easier it is for ideas to gel. Probably the shift 
between that kind of, head space where I anticipated it being less of an 
outcome or less of a formal outcome. I knew there would be outcomes but I 
think that shifted the approach I should have taken in the beginning. If I had 
been given a brief that said, we need to make it in this many weeks and this is 
the idea, more of a commission type thing, I would have approached the 
process quite differently.  
 
Do you think you would have taken the job if it had been that? 
I think I was still interested in working with you as well, we had had 
conversations and it had been interesting and I had seen some of your work as 
well. It was something new and exciting so I think I would have taken it 
anyway. It just would have been a really different process.  
 
Normally when you work with people do you like a conflict free environment? 
I would always say yes to a conflict free environment, whether it's good I 
don't know because I think that sometimes that pressure and that conflict can 
bring out some interesting things. Debate definitely needs to be there within 
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any process. People need to argue their points of view so that you do question 
what you are doing. It's about the process being able to handle that as well. If 
the process is really fragile, if there are lots of other things going on, I think 
that critical debate doesn't happen so well because people are on edge all the 
time and it's 'snap snap snap'. 
 
Did you think this project could have weathered some conflict or did you find it 
smooth sailing? 
I think for each of us there were the pressures of the project that came into it 
and the closer we got towards a finish date and putting something on, the 
more that pressure came into the room and less patience everyone had, the 
performers as well. I felt like they also wanted answers from all of us and we 
were kind of going 'shit I don't know'. I think we were quite critical of each 
other all through. I remember you going 'tell me tell me, do you think this is 
good or bad I just want to hear it truthfully' and I think that was great because 
it was very open. We sat in the room, listening to the music and going 'oh no 
we don't like that, it needs to be like this'. I think we were quite harsh. I don't 
know what it was like the other way round.  
 
I think that my performance practice has changed whereas I used to want a non-
conflict environment and I used to want a very 'everyone gets on' and we were 
all on the same page but now I think it's the conflict that creates the brilliance. 
The composer and I, our relationship is quite tempestuous because we know 
each other so well and we butt heads all the time and I go home and I sort of 
complain, 'the composer won't do what I want him to do and he's got his foot 
down and he's not budging' and I encourage that in the composer but I think 
that I had such respect for you and your partner coming in that I was a bit 
nervous to say anything. Music is my field so I feel like I can bully the composer 
and he feels like he can bully me but I guess I didn't feel like I had much room to 
move with the dance and I think that if I were to work that way again, I would try 
and create more of the conflict in both sides and make sure that dialogue is very 
open at the beginning. I think on both sides we were trying to be a little too 
precious.  
Yes, I would agree with that and I think the roles come into it. What your 
background is, what your expertise is. You go 'am I here in this project just to 
look at the dance' what is that role and how much do you want of that other 
opinion about the music or the singing which isn't my expertise. 
 
I think that for a true collaboration you have to be free to be able to do and say 
that. If that's not your expertise, it doesn't matter you can say it anyway and you 
can either back up with your expertise and then be able to justify why you are 
doing it that way and I think that's good for creation.  
I found the times when it worked better was when we were away from the 
studio. Sometimes we would catch up at your place and we would have these 
discussions and I think because we weren't actually in the room about to do 
work on it we were less precious about it and then we had a little bit of space 
to go away and go 'maybe they do have a point there' and just mull over it 
yourself and then come in and go 'ok I'll take this bit on board and I'll try and 
understand this and see if it works'. Without that time sometimes, it can be 
'aww now I've got this thing in my head and I can't get it out and I really just 
wanted to work on this thing!'. Having been a performer myself, and you as 
well, you know what it's like on the other side of the fence as a performer 
when the team is arguing in front of you and you are like... so I think I was 
aware of that. So for me I like to keep that to the creative team unless you are 
collaborating a lot with the artists then perhaps that's about the level of artist 
you are working with as well. Sometimes I felt like, it was great to have input 
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from the artists but sometimes because they were a lot younger, I was just 'ok 
now we are just going around in circles'. There is definitely a time and place 
for that, to be able to keep the head creative team, to be able to pull each 
other apart, but not for the performers to feel that.  
 
Maybe a better way of working might have been just a really small group like you 
guys and me and the composer and pull in one other vocalist and one other 
dancer and work really intensively in that small professional concentrated group 
and go 'ok what exactly can we do', take all those ideas, take that finished 
product and just teach it to the group. Yeah like go 'right we know these key 
ideas work' it's almost like a prototype.  
So many cooks, I think there has to be a hierarchy at the end of the day. 
That's the other thing, the way my practice has evolved, I think I was hoping 
that the kind of collaboration where you can just… you know that 
collaboration that does sometimes occasionally happen where you can all 
work together and it just kind of falls into place and there is not so much of a 
directorship happening. That is so rare. I think that the way even really deep 
collaboration works, there is still that director in the end. I guess for me, it's 
trying to work out where that director role, is it always there from the 
beginning? What stage does it really take charge? 
 
You have to make the decisions. That's something I really struggle with as well 
because I never want to be the ultimate decision maker. I wanted to share that 
role but I think that sharing that role is really difficult, that's something that I 
had a hard time with because I knew there had to be performance outcomes and 
dealing with what I knew the performers were capable of doing and the fact that 
they really needed performance outcomes. 
I think it was a really hard project to balance because there was a lot at stake 
for everyone involved. Everyone had something they wanted to get out of it 
and there were so many elements to it. From the merging of the two artforms, 
how will the clowning come into, do we have the acting section in there, we 
were using these costumes and they were awesome but it was like, how do 
they actually work. It was this extra layer and everything kept expanding 
which I think is an awesome learning curve. 
 
It has certainly changed my practice. Do you think your practice changed? 
I think my practice changes as a result of every project I do. It's even down to 
how you enter or approach a project. I think for me, knowing what I know 
now from working on your project. I guess because I had never worked much 
with non-dancers as well, so now that I have done your project, I know that I 
need a lot more time, are we just going to be working on that, what's the 
brief. To lay those roles out in advance and what you feel like you can offer as 
well. If you can do more than that great. 
 
It's good to do a project like this and know, ok this is what realistically can 
happen instead of having an idealised view of what could happen which was 
good for me to learn. Now I get to work a lot more realistically.  
I think too because we were new working together as well. I think I have 
gotten to know you better as well, I think even spaced away from it, I think if 
we ever worked together again, I would approach things differently 
sometimes. I think sometimes my skin was too thin and I would not realise, ok 
she's got this picture that she's looking at, she needs this bit done. I think to 
have that perspective, I've learnt how you work as well and what your 
processes are. Going into a project I think both of us would start at a different 
point.  
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I think that is the way every artist needs to find their ground. The composer and I 
worked very differently when we first started and now we have an exceptional 
working relationship just because we have been working together so long and 
we know how each other works.  
That's the same with my partner and I, we can have the arguments because 
you know it's going to be ok. 
 
Those arguments are good. 
I think that's something I have learnt as well, those arguments were just that, 
natural conflict but I think there were sometimes I thought 'oh have I stepped 
over the mark?'. It's just learning where your boundaries are and when you 
can push people. What's the right time to go in with this idea which is 
something you learn from working with each other. 
 
Did you feel like you were artistically challenged in this project? Did you feel 
limited in what you could do? 
Yes, and no. I think timeframe. The way I work in my practice has a longer time 
for incubation. So in that sense I didn't feel like I got to play quite as much as I 
would have liked to, to find out what the possibilities were. I think sometimes I 
went back into 'I know this will work' which is how I would go into a 
commission based project... 'I know these ideas are going to work, I will go in 
with task based choreography with these dancers because I know they will 
take that on very quickly' set up structures very quickly. Part of it was I wanted 
to explore a little more especially because there was that new component of 
dance and singing, I don't just want to do what I can see is working straight 
away because there might be something else that's even better. There may 
not have been of course. 
 
Do you think there was enough transparency from me? 
I think you did a good job considering the amount of things you had going on. 
I think sometimes I felt like probably you held back from telling us things 
sometimes and that built up tension for you because you hadn't said it. Then 
when you did say it, we were like 'oh shit, we haven't done what she wanted 
or whatever'. You put things in as they came to you and that was just the 
difficulty of it. I wouldn't say you were not transparent I think it was just that 
there was more and more that came in to it from what we started with. Each 
new thing that got added you went 'well here's the new thing' and I think our 
relationship was very young in that sense that perhaps if we worked again, 
probably I would go 'whoa hang on, I thought we were working on this thing, I 
don't know if I can do this as well' that's where I feel like it was a transparency 
issue, I think it was more finding out how to say things to each other. What 
our common language was. I think you were usually pretty transparent.  
 
End Interview 
 
 
 
 
 
 
 
